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A B S T R A C T
L i l l i a n  H ei lm an  h a s ' b e e n  w i d e l y  a c c l a i m e d  as one A m e r i c a’s 
most d i s t i n g u i s h e d  pl ay wr i g h t s .  She has, since 1934, c o n t r i b u t e d  
eight o r i g i n a l  plays to the A m e r i c a n  theatre. Two of Miss 
H e i l m a n’s plays, W a tc h on the Rh in e and Toys in the A t t i c , 
have r e c e i v e d  the C r i t i c s’ Circle A w a r d  as best A m e r i c a n  plays of 
1941 and 1960, r e s p ec t iv el y.
Thi s d i s s e r t a t i o n  is d i v i d e d  into nine cha pt e rs . In t hos e 
c h a p t e r s  we will an a l y s e  how the b l a c k m a i l  mo tif  is an i n t e g r a t e d  
theme in m o s t o f  her plays. B l a c k m a i l  may be c a t e g o r i z e d  in two 
ways: f i n a n c i a l  or em ot i o n a l  b l a c km ai l.  In the e m o t i o n a l  
b l a c k m a i l  p at t e r n  the b l a c k m a i l e r  w a nt s to get people [ ei th er 
t h r o u g h  sex, . f l a t t e r y  or any kind of e m o t i o n a l  i n v o l v e m e n t ]  to 
submit to the b l a c k m a i l e r ' s  will. In the f i n a n c i a l  b l a c k m a i l  
p a t t e r n  the b l a c k m a i l e r  seeks p o w e r  s w i n d l i n g  and c h e a t i n gi I
peo p le  so that he can get sta tu s and f i n a n c i a l  r e wa rd s t h r o u g h  
b l a c k m a i l .
In her S o u t h e r n  plays [TLF, APF, TAG, TA) we find the 
e m o t i o n a l  b l a c k m a i l  pa tt er n p r e d o m i n a n t l y  wh ile  in her N o r t h e r n  
plays [DC, TCH, WR, TSWl f i n a n c i a l  b l a c k m a i l  ex po se s the cold
m a t e r i a l i s m  of an i n d u s t r i a l  society. A n o t h e r  po int i l l u s t r a t e d
tt\
in the d i s s e r t a t i o n  is her d i s c i p l e s h i p  to Ibsen in her "e ng ag e"  
pl ay s and her turn to Ch e k h o v  in her last plays. In the 'Ibsen' 
pe r i o d  Miss H e i l m a n  crea tes  c er ta in  i d e a l i s t s  of good f a it h who 
are be yo n d  b l a c k m a i l  w hi le in her last plays this fi gur e is 
s w a l l o w e d  by her fa talism.
Such a p a t t e r n  r ev ea ls  Miss H e i l m a n ' s  a t t i t u d e  t o w a r d s  man 
she th inks b l a c k m a i l  is p o s s i b l e  e i t h e r  in a S o u t he rn  cu ltu re , or 
a N o r t h e r n  b e c a u s e  she w o u ld  find d i f f i c u l t  to b e li e ve  in life 
wh er e p e o p l e  do not hide secrets, w h ic h ' .. both  defy and
derive f r o m  the "decent" life of good f ai th that she w a n t s  to 
assert.
R ESU MO
Lillian H e l l m a n  tem sido a c l a m a d a  como uma das m a i s . famo 
sas d r a m a t u r g a s  da Am ér ic a.  Desde 1934 ela c o n t r i b u i u  com oito 
peças o r i g i n a i s  para o te at r o  am er i c a n o .  Duas peças r e c e b e r a m
o Pr ê mi o do C í r c u l o  dos Cr ít i c o s  como as m e l h o r e s  peças a m e r i c a  
nas em 1941 e 1950 r e s p e c t i v a m e n t e .
Esta d i s s e r t a ç ã o  está d i v i d i d a  em nove cap ítu lo s. Nes te s 
ca p ít u l o s  a n a l i s a r e m o s  como o mo ti v o  da c h a n t a g e m  é um tema i_n 
t e g r a d o  na m a i o r i a  das suas peças.
A c h a n t a g e m  pode ser c l a s s i f i c a d a  de duas ma nei ra s:  chan 
t a g e m  f i n a n c e i r a  ou emo ci on al .  No m od e l o  da c h a n t a g e m  e/nocio 
nal o c h a n t a g i s t a  quer  as p e ss oa s s u b m e t i d a s  à sua v o nt ad e (seja 
atrav és do sexo, li so nj as  ou ou tro e n v o l v i m e n t o  e m o c i o n a l ) .  No 
m o d e l o  da chantage-m f i n a n c e i r a  o c h a n t a g i s t a  bu sca o p o d e r  lo 
gr an do  e f r a u d a n d o  as pe ss oa s af im  de a d q u i r i r  " s t a t u s” e r ec om  
pen sas  f i n a n c e i r a s  a tr avé s da chantage-m.
Nas suas peças s u l i s t a s  CTLF, APF, TAG, TA) p r e d o m i n a  o 
m od e l o  de c h a n t a g e m  e m o c i o n a l  'enquanto que nas suas peças nor 
ti sta s CDC, TCH, WR, TSW) a c h a n t a g e m  f i n a n c e i r a  expõe o frio
m a t e r i a l i s m o  de uma socied-ade i nd u s t r i a l .  Um outro po nt o i l u s t r a  
do na d i s s e r t a ç ã o  é a i n f l u ê n c i a  de Ibsen em suas peças engaj_a 
das e a sua m u d a n ç a  para C h e k l o v  nas suas ú lt im as  peças.
No p e r í o d o  i b s e n i n i a n o  Miss H e l l m a n  cria certos idealis_ 
tas de boa fé que são i mu n e s  à c h a n t a g e m  e n q u a n t o  que nas suas 
ú lt im as  p eç as  e'sta f i g u r a  é a b s o l v i d a  pelo seu fat al i sm o.
Tal m o d e l o  re v el a  a a ti t ud e de Miss H e l l m a n  em r e l a ç ã o  
ao homem: ela p e ns a que a c h a n t a g e m  é p o s s í v e l  seja  nu ma  socie 
dade s u l i s t a  ou n o r t i s t a  p or q u e  ela d i f i c i l m e n t e  a c r e d i t a r i a  ■ em 
uma s o c i e d a d e  onde as p e ss oas  não e s c o n d e m  s e g r e d o s  que d e s a f i a m  
e d e r i v a m  de uma d ec en te  vida de boa fé que ela qu e r d ef en d e r .
a b b r e v i a t i o n s
TCH - The C h i l d r e n ' s  Hour
DC - Days to Corne
TLF - The Lit tl e Foxes
WR - W a t c h  on the Rhine
TS(1 - The S e a r c h i n g  Wind
APF - A n o t h e r  Part of the For est
TAG - The A ut u m n  Garden
TA - Toys in the A t ti c
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C H A P T E R  I
1.1. S t a t e m e n t  of P r o b l e m  :
In my i ni tia l r ea di ng  of Li ll ia n H e i l m a n’s drama, I was 
st ru ck  by the f r e q u e n t  r e c u r r e n c e  of s i t u a t i o n s  and sc e ne s of 
bla c km ai l.  It s e e m e n d  to me that th ou g h this theme had r e c e i v e d  
little c o m m e n t a r y  by the critics, it was s o m e h o w  cen tra l to 
H e i l m a n’s work, and in de e d  s o m e t h i n g  of. an o b s e s s i o n  for the 
author. I t h e r e f o r e  r e s o l v e d  to g a t h e r  e v i d e n c e  around this 
b l a c k m a i l  theme, a t t e m p t i n g  to re mai n free  of p r e c o n c e p t i o n s  and 
to work  e m p i r i c a l l y  until c o n c l u s i o n  grew out of the evi den ce . 
The q u e s t i o n s  that f o l l o w  are the q u e s t i o n s  that arose for me as 
I read t hr oug h the plays.
In this d i s s e r t a t i o n  we will ask w h e t h e r  b l a c k m a i l  seems 
to p r e s u p p o s e  a kind of d e t e r m i n i s t i c  u n i v e r s e  wh ose  cause and 
effect p r o c e e d  r e l e n t l e s s l y  and w h e t h e r  one can ever e sc a p e  the 
c o n s e q u e n c e s  of the past. We will ask f u r t h e r m o r e  if, in the 
C a l v i n i s t  manner, the 'sins of the F a t h e r s’ are 'visited' on 
the son and the son's own sins' are v i s i t e d  on h im s el f l ate r in 
life. We will q u e s t i o n  also if 'revolution is rea lly  p o s s i b l e  in
2such a world: are H e i l m a n ' s  r a d i c a l i s m  and her m o r a l i s m  
rea l ly  w o r k i n g  at c r o s s - p u r p o s e s ?  If it is true as some 
cr i t i c s  argue, that L i l l i a n  H e i l m a n’s wor k pa ss e s  out of an 
" I b s e n i t e” phase into the C h e k h o v i a n  wo rk  of her last two 
plays, we may ask whether the t r e a t m e n t  of the t he me  va ri es  
a c c o r d i n g l y .  We may ask if in the ea rly plays b l a c k m a i l  is 
s o m e h o w  c o m m e n s u r a t e  wit h the w r i t e r ’s social aims, w h i le  in 
the last plays it is an e x p r e s s i o n  of a more pe rso na l, f a t a l i s t i c  
w o r l d  view? We may ask w h e t h e r  in the conte xt  of the S o u t h e r n
<}
w r i t i n g  gen er al ly , H e i l m a n’s b l a c k m a i l  theme r e f l ec ts  the 
s u b j e c t i v i s m  of a d e c a d e n t  societ y.  Is H e i l m a n  sa yin g (like 
Fau lk ne r,  Capote, etc...) that b l a c k m a i l  s u c c e e d s  when  love 
has failed., or been t w i s t e d  into i n c e s t u o u s  or n a r c i s s i s t i c  
f or ms ?
W e . m a y  f u r t h e r  ask w h e t h e r  b l a c k m a i l  is u n e q u i v o c a l l y  evil for 
Miss Heilman, or w h e t h e r  in c e r t a i n  s i t u a t i o n s  bad m ea ns  may 
not p ro d u c e  good ef fec ts . Vie will see inT_A, AP F , TAg and TCH that 
b l a c k m a i l  s o m e t i m e s  has a p o s i t i v e  aspect and wo rk s in a 
d ev i o u s  way to bring the t ru th  to the surface. In T C H , for 
ex amp le,  a false a c c u s a t i o n  of m i s c o n d u c t  p ro v e s  to be true to 
the extent that by b r o o d i n g  on the a c c u s a t i o n ,  Miss M a r t h a  is 
led to e xa min e her m o t i v e s  more  i n t e n s i v e l y .  F i n a l l y  she is 
her own accuser, and j ud g e s  h e r s e l f  g u i l t y  en ou gh  of h o m o s e x u a l  
i m p u l s e s  to put an en d to her own life. We cannot c o n c l u d e  
that her suic ide  is a good  or h a p py  c o n c l u s i o n ,  but in o t h e r  • 
p lay s we see that b l a c k m a i l  is not .always a de vic e of pure 
sc o un dr el s,  and that c o u n t e r  b l a c k m a i l  may f u n c t i o n  as a 
d ev i c e  to s il en ce  a b l a c k m a i l e r .  For  exampl e, L av ini a in A P F , 
who has al wa ys been b l a c k m a i l e d  by her h u s b a n d  with a th r ea t 
to put her in an asylu m, b l a c k m a i l s  him about the sou rc e of
3his f o r t u n e  and gains her f r e e d o m  wi th  it. Or in WR, when 
Kurt M ü l l e r  m u r d e r s  Count Teck de B r a n co vi s,  pu tt i ng  an end 
on the f i n a n c i a l  b l a c k m a i l  e n g e n d e r e d  by .the second. Or yet in 
TA when Mr W a r k i n s  beats up Jul ia n as an e f f i c i e n t  way to 
s i le nc e the b l a ck m ai le r.
We will q u e s t i o n  f u r t h e r m o r e  if Miss H e i l m a n’s i d e a l i s m  
is be a c o n s e q u e n c e  of her S o u t h e r n  code of ho no ur  and if this 
code has any li nks .t o a Pu r i t a n  c o n s c i o u s n e s s .  We wo uld  ask 
how does b l a c k m a i l  d i f f e r  between the N o r t h e r n  c o m m u n i t y  and 
the S o u t h e r n  scene.
In our c o n c l u s i o n  we will f i n a l l y  pose the q u e s t i o n  
w h e t h e r  Miss H e i l m a n ' s  P u r i t a n i c  c o n s c i o u s n e s s  of the d i f f e r e n c e  
b e t w e e n  what s o ci et y says and what s o c i e t y  does, in secret, 
re v eal s a kind of idealis m. We will also ask w h e t h e r  b l a c k m a i l  
can be 'reformed' e it h e r  by social ch an ge or by an i n n e r  
r e a l i z a t i o n  of self. W hi ch  ki.nd of change is u l t i m a t e l y  pr ior  
in her work? Mo reover, is it re al l y true that b l a c k m a i l  can be 
e r a d i c a t e d  by e i t h e r  av enu e of reform, or is it a p e r m a n e n t  
fact of human e x p e r ie nc e,  an a bi di ng  sign of human h y p o c r i s y  
and s e 1 f - d i.v i s i o n in a d e t e r m i n i s t i c  uni ve rse ?
1.2. R e v i e w  of Cri.ti.cism:
We W o ul d like to point out that no s c ho la r f o cu se s 
specififes 1 1 y on the p ro b l e m  of bla ckm ai l, but sev era l c r i t i c s  
makfe g in er al  com me nt s about L il li an  H ei lm an  which are h el pfu l 
fea my di sau a ai en . For In sta nc e,  Allan Lewis points out Miss
4H e i l m a n ' s  m o r a l i s m  and d e t e r m i n i s m  in his st atement:
" H e i l m a n’s dark w o rl d of t ho se  who tr iu m ph  t h r o u g h  
a c a l c u l a t e d  d i s r e g a r d  of m o ra l  values is as gr i m 
and full of pain as in the mos t e x t r e m e  t h e a t r e  
of absurd. Her dramas d i f f e r  in that they are 
po r t r a i t s  of p eo p l e  and not of a b s tr ac t symbols . 
E vents are ca us at ive , and the i n d i v i d u a l  the 
p ro duc t of his e n v i r o n m e n t .”  ^^  ^
A llan Lewis talks about m o r a l i s m  and d e t e r m i n i s m  
b e ca us e in his point of view b l a c k m a i l  w o u l d  be a sign that 
the m od e r n  w o r l d  is 'morally b a n k r u p t’ for Heilman. He also 
speaks of Miss H e i l m a n’s i d e a l i s t i c  views about h u m a n ' n a t u r e  
in her m or al p o r t r a y a l  of her c h a r a c t e r s  in her s o c ia ll y 
c o n c e r n e d  plays:
’H e i l m a n’s b i t t e r  c o m p l a i n t  is that greed and
a v a r i c e  have e ro d e d  love, and that the cause is a
so cial sy s t e m  in w hi ch  human r e l a t i o n s  are a
pr o duc t for sale. She is a m o r a l i s t  and her m a j o r
w e ak ne ss , by her own c o n f e s s i o n ,  is the o b v io us
a d d i t i o n  of the m o r a 1, e i t h e r  by an all too
e x p l a n a t o r y  spe ec h or t h r o u g h  an a r r a n g e d ' r e s o l u t i o n
■ [ 2)that b or d e r s  on the m e l o d r a m a t i c . "
Lewis shows that s o m e t i m e s  H e i l m a n’s plays a cq u i r e  
m e l o d r a m a t i c  u n d e r t o n e s  due to her et h i c a l  view of life.
Jacob A d l e r  i n c lu d es  b l a c k m a i l  as a m e l o d r a m a t i c  de v ic e 
used in her plays. He c o m me nt s on T L F :
"Its big scenes - R e g i n a ' s  let tin g Ho rac e die, 
R e g i n a ' s  b l a c k m a i l i n g  her bro thers, A l e x a n d r a’s 
de fia nce , and so on - a r e  b e a u t i f u l l y  w r i t t e n  and 
hard to forget. There are m e l o d r a m a t i c  aspects, 
i n c l u d i n g  b l a c k m a i l  and murder, but only the 
st ea li ng  of the bonds seems v u l n e r a b l e  to attack.
5and even that is w h o l l y  in K e e p i n g  with the 
c h a r a c t e r s  . ”’  ^^
Here,; b l a c k m a i l  is v i e w e d  not as a sign of the au th or 's  e t hi ca l 
c r i t i c i s m  of m od e r n  societ y, but as a p o t e n t i a l  flaw in the 
way she puts her plots to g et her . Bl a c k m a i l ,  A dle r i m p l i e s , i s  
i n d i c a t i v e  of m e l o d r a m a t i c  technique..
W i n i f r e d  D u s e m b u r y  d ef en d s Miss H e i l m a n  a g a i n s t  the 
charg es of m e l o d r a m a :
"Miss H e i l m a n’s plays are not th es is  plays, but ,t h e 
fact that she was i n t e r e s t e d  e no u g h  in her 
c h a r a c t e r s  to study t h e i r  past and seek out the 
s o c i o l o g i c a l  and mo ral causes of t he ir  r a p a c i o u s n e s s  
proves that she did not c o n s i d e r  th em  mere fi g u r e s  
in melodrama.'” ^  ^
Miss H e i l m a n’s e a r l i e r  plays show her d i s c i p l e s h i p  to Ib sen  in 
a cl ear way: she p r e s e n t s  issues of social m e a n i n g  in her 
d r a m a t i c  s t r u c t ur es . She also ad opts Ib sen  ^ s m e l i o r i s m ,  that is, 
she p r e s en ts  a p r o b l e m  as a way t ow a r d s  c o r r e c t i n g  it. In the 
I b s e n i t e  t r a d i t i o n  of r e a l i s m  she deals with real people, 
c a r r y i n g  out real a c ti on s in a real world. She also r ev ea ls  
that b l a c k m a i l  is due to the h y p o c r i s y  of A m e r i c a n  so cie ty,  or 
she d e p l o r e s  the b u s i n e s s  e th ic  as she has done in TLF.
James Ea t ma n  c o m m e n t s  on her plays:
..."the focus of the d r a m a t i c  ar gu me nt  is the 
eff ec t of t he ir pre da city on ot her s in t h ei r 
i m m e d i a t e  circle and in t h ei r comm un ity . N e ar  the 
end of the play, the c on te xt  of the H u b b a r d  st ory  
is b r o a d e n e d  to i n c l u d e  A m e r i c a n  so c i e t y  in 
gener al , as Ben p r e d i c t s  that e v e r - f l o u r i s h i n g  
H u b b a r d - T y p e s  will e v e n t u a l l y  own the country.
Like Ibsen" Miss H e i l m a n  is fa r more c o n c e r n e d
6wit h the mo ral cr i se s f o s t e r e d  by rapid
i n d u s t r i a l i z a t i o n  than with the ben ef it s of
-» ( 5 ) e c o n o m i c  progress..
D av id S i e v e r s  takes a p s y c h o a n a l y t i c  a p p r o a c h  t o w a r d  
a n a l y s i n g  L il li an  H e i l m a n ' s  plays. About TSW  he co mm ent s:
"the a u t h o r  shows our i s o l a t i o n i s t  fo r e i g n  p o l i c y
d ur i n g  the t h i r t i e s  as an i n e v i t a b l e  e x p r e s s i o n
of the p e r s o n a l  e s c a p i s m  of the men who made the 
, , ( 6 3p o 1 i cyy
S i e v e r s  also uses a p s y c h o l o g i c a l  i n s i g h t  to e x p l a i n  the i 
b l a c k m a i l  t hem e in T A g :
"Sop hie  w o u l d  use N i c k ’s a t t e m p t e d  s e d u c t i o n  as an 
e xc us e to b l a c k m a i l  him for $ 5.000 with w h i c h  to 
retu rn  to German y.  Miss H e i l m a n  seems d e t e r m i n e d  
to r em i n d  us that h u ma n p e r s o n a l i t y  is c o m p o s e d  of 
s a d i s t i c  as well as t e n d e r  i m p u l s e s  in a s ub t l e  
balance. With her back to the wall in a ho st il e,  
f o r e i g n  land, S o p h i e  uses her wits to ad va nt ag e,  
a f a m i l i a r  t r a d e m a r k  of H e i l m a n ' s  c h a r a c t e r s .”
Miss H e i l m a n ' s  ch ang e f r o m  I bs e n ' s  m a n n e r  to a 
C h e k h o v i a n  style is no t i c e d  by M a r v i n  Felheim:
..."the kind of - d r a m a  we have in The Au tum n G a r d e n  
is the only kind w h i c h  makes fo r mo d e r n  t rag ed y.
It is not only m e r e l y  p s y c h o l o g i c a l  (as in T e n n e s s e e  
W i l l i a m s }  nor s o c i o l o g i c a l  (as in A r t h u r  Miller!)
but it is a r t i s t i c  tpoetic) and mo ral - and all in
( 8 )the C h e k h o v i a n  se ns e. "
In that sense F e l h e i m  st a te s that the ac t io n has no 
cause - ef fec t r e l a t i o n s h i p  as in Ib se n' s plays and the 
c h a r a c t e r s  h a v e n’t a fi r m g ra sp  on t he ir  lives but as in 
C h e k h o v’s plays they be c om e the p l a y t h i n g s  of c i r c u m s t a n c e s .
7In "A New Miss H e i l m a n "  James' M a s o n . B r o w n  - also n o t i c e s  
the cha nge  in The Au t u m n  G a r d e n :
"For the first time in her d i s t i n g u i s h e d  c a r e e r
she has, so to sp eak t u r n e d  her back on Ibsen and
mo ve d into the camp of C h e kh ov .. . To the t h e a t r e  -
mi n de d it r e p r e s e n t s  a change' in at tit ude , m e t h o d
and p u r p o s e  of the utmost s i g n i f i c a n c e .  Were an
old g ua rd R e p u b l i c a n  to be c o m e  a New De aler or
v i c e - v er sa ;  w her e a C a t h o l i c  to turn C a m p b e l l i t e
or a C a m p b e l l i t e  to ma k e the trip to Rome, the
( 9 )about - face could not be more complete."
As Mason Brown states, the c h a r a c t e r s  are f r u s t r a t e d  egos and 
Miss H e il ma n w a lk s d e l i b e r a t e l y  away  fr om  the road of s o c i a l l y  
c o n c e r n e d  plays to a kind of p e r s o n a l  in s i g h t  into m a t u r i t y  and
o 1 d a g e .
Ma son Brown is am bi g u o u s  as to w h e t h e r  Miss H e i l m a n’s 
turn to C h e k h o v  is a turn towar ds  or away fr o m c o n s e r v a t i v i s m .  
But it seems to me that Brown st ate s that her C h e k h o v i a n  - 
i n f l u e n c e d  plays show a r e a c t i o n a r y  t e n d e n c y  in Miss H e i l m a n ' s  
point of view. On the o th er  hand her turn t ow ard s C h e k h o v  has 
h e i g h t e n e d  her c r a f t s m a n s h i p  and she has g ai n e d  art at the 
e x pe ns e of p o l i t i c a l  co mmi t me nt .
I, think that A d le r' s final words, w h i c h  I make mine, 
are fit to c o n c l u d e  my review:
"What s us ta i n s  Miss H e i l m a n  is in part, of course, 
c r a f t s m a n s h i p  - in plot c o n s t r u c t i o n ,  in dialogue-, 
in c r e at i on  of v ivi d ch ar ac t er , in the 
p r e s e n t a t i o n  t h r o u g h  plot and c h a r a c t e r  of a 
c l e a r - c u t  theme. This c r a f t s m a n s h i p  r e p r e s e n t s
hard and humble labor th r o u g h  ma ny  months and many
^ n 4. « C.1 0 3 drafts.
1.3. S t a t e m e n t  of " P u r p o s e :
B l a c k m a i l  may be c a t e g o r i z e d  in two w a y s :  f i n a n c i a l  or e m o t i o n a l  
b l a ck ma il . In the e m o t i o n a l  b l a c k m a i l  p a tt er n the b l a c k m a i l e r  
w a nt s to get pe opl e (either t h r o u g h  sex, fla tte ry , or any kind 
of e m o t i o n a l  i n v o l v e m e n t )  to sub mi t to the b l a c k m a i l e r’s will.
In the fi na n c i a l  b l a c k m a i l  p a t t e r n  the b l a c k m a i l e r  seeks p o w e r  
s w i n d l i n g  and c h e a t i n g  pe o pl e for the sake of m on ey  so that he 
can get st atu s and f i n a n c i a l  re wa rd s t hr ou gh  bl ac k ma il .
In some plays the two types of b l a c k m a i l  mingle. For 
i n st an ce , in A P F , Re g in a H u b b a r d  e m o t i o n a l l y  b l a c k m a i l s  her father 
in o r de r to get f i n a n c i a l  rewards. Or in TLF wh ere  R e g i n a  first 
a t t e m p t s  to use sex as a fo rm  of em ot i o n a l  b l a c k m a i l  t o w a r d s  
her h u sb an d and at the same time b l a c k m a i l s  her b r o th er s 
f i n a n c i a l l y  as a means to s ei ze power. In JA, and T A g , Ca rr ie  
and the E l li se s also use m o n e y  as a b rib e to b l a c k m a i l  Julian, 
and F r e d e r i c k  e m o t i o n a l l y  and keep the two d e p e n d e n t  on them.
Four of Hiss H e i l m a n’s pl.ays - TCH, D C , TSW,WR_ - are set 
in the North of the U n i t e d  States, p a r a l l e l i n g  (at least in 
number) her S o u t h e r n  s e r i e s .  It is easy to u n d e r s t a n d  Miss 
H e i l m a n ' s  co n cer n for the No rth  of her country. Born in New 
Orlean s,  she m o ve d to New York at the age of six. Fr om  that 
time on her life was divide d. Each year she w o u l d  go back to 
her home town to stay wi t h her fat he r' s sis te rs  for six 
months, and each ye a r she w o u l d  move from school in New York t o  
sc h oo l in New Orleans . This c o n st an t need to adapt to two 
d i f f e r e n t  cu lt u r a l  cy cle s d e v e l o p e d  her a n a l y t i c  p ow er to 
w r i t e  plays about the a n x ie ti es , lo ng i n g s  and conflicts of both 
the S o u t h e r n  and the N o r t h e r n  Ame ri can .
9The p r o d i g i o u s  e x p a n s i o n  of the N o r t h e r n  i n d u s t r y  and 
its t e c h n o l o g y  p r e p a r e d  the g ro u n d  for the social s t r u g g l e  
b e tw ee n c ap ita l (the Rodma ns,  the E l l i c o t t s )  and labor (the 
W h a l e n  and the F ir th s).  N o r t h e r n  s e t t i n g s  also i l l u s t r a t e  
A m e r i c a n  n o n - i n t e r v e n t i o n i s t  p o l i c i e s  in the thi rt i es  ( )  or 
the e m p l o y m e n t  of i n d i v i d u a l  c o e r c i o n  to a l i e n a t e  i n d i v i d u a l s  
from  t h e i r  milieu. (T C H )
Miss H e i l m a n  p o r t r a y s  in th ose  plays the c o m p e t i t i v e  
pa t t e r n  of a N o r t h e r n  m a t e r i a l i s t i c  society, wh ere  m o ne y - 
m i n d e d  pe op le  b ar ga in  and b l a c k m a i l  others f i n a n c i a l l y  in or'der 
to seize power. F o l l o w i n g  C a l v i n i s t i c  p r i n c i p l e s  of 'good 
wo rks and good  deeds' she p r e s e n t s  the fi gur e of Cora Ro d ma n 
(P T C ) and the r u t h l e s s  e n t r e p r e n e u r  and la wye r El licott.
In the N o r t h e r n  p l ay s  (P T C , W R , T S W , T C H ) b l a c k m a i l  
always ends in c o m p r o m i s e  w h i c h  s u m m o n s  a sense of guilt on 
both parts. This oc cu rs  in PTC w h e re  la bo u r  str ife  and love 
a f f a i r s  end in co mpr om is e , or in TCH when Mrs T il fo rd  comes to 
o ff er  m o n e y  as a re wa r d for s l a n d e r o u s  charges; or in WR w h er e  
p ub l i c  and p r iv at e af f a i r s  are i n t e r t w i n e d  and b l a c k m a i l  
unv eil s the c h a r a c t e r ' ?  fa i l u r e  to ac h i e v e  c o m m i t m e n t  e i t h e r  
in love or p u bl i c  affairs.
On the o t h er  hand, Miss H e i l m a n  e x a m i n e s  S o u t h e r n  
a g r ar ia n so c i e t y  with its C h i v a l r i c  code of hon our  in her o t he r 
plays (TL F , A P F , T A g , T A ) t ry i n g  to m a tc h the N o r th er n  ethos 
of pro gre ss . This S o u t h e r n  code of h on o u r  is p r e s e n t e d  in 
Ba gt ry  (APF); in L a v i n i a  (APF) and in B i r d i e  (TLF). A t w e n t i r t h -  
ce n t u r y  v e r s i o n  of c h i v a l r i c  e n t r e p r e n e u r s  is p r e s e n t e d  in her 
two last plays (T A g , _TA ). set in Jhe Peep South in the
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p o r t r a y a l s  of Nick De n er y and J ul i a n  Ber ni e rs .
But she p r e s e n t s  the S o u t h e r n  a g r a r i a n  c o m m u n i t y  and 
the N o r t h e r n  m a t e r i a l i s t i c  s o c i e t y  as both f l a w e d  with 
bla c km ai l.  In 4: he S o u t h e r n  plays f A P F , T A g ] b l a c k m a i l  will be 
al l o w e d  as a r e p a r a t i o n  for the S o u t h e r n  code of "s ta in ed  
h o n o u r Thus in L a v i n i a  1 s and in S o p h i e’s case b l a c k m a i l  has a 
b e n e v o l e n t  end: it is a way to r ed e e m  t h ei r code of s t a i n e d  
virtue.
In the S o u t h e r n  c o m m u n i t y  b l a c k m a i l  seems to f o l l o w  the 
p a tt er n of what Ruth B e n e d i c t  ca l le d a "shame culture" in her 
a n t h r o p o l o g i c a l  st udy of Japan, The C h r y s a n t h a m u n  and the 
S w o r d . In the "shame cu lt ur e"  p a tt er n the i n d i v i d u a l  seems to 
be g u i l t y  of a ’hidd en  s e c r e t” b e f o r e  the com munity. This is 
p r e s e n t e d  in Ma r c u s  H u b b a r d  in APF wi th  the fear of the mob 
who co uld  lynch him if his w if e ' s  b l a c k m a i l  was c ar ri ed  to its 
last c o n s e q u e n c e s .  It is also p r e s e n t e d  in T L F , when R eg i n a  
b l a c k m a i l s  her b r o t h e r s  a d v o c a t i n g  the c o m m u n i t y’s su pp or t , who 
could use it as -a- r ev eng e b e c a u s e  s o c i e t y  d e s p i s e d  t he ir 
b u s in es s method s.  It is also shown in T A g , w he re  S o p h i e’s 
b l a c k m a i l  is s u c c e s s f u l  b e c a u s e  the D e ne r ys  and the a r i s t o c r a t i c  
gue st s of C o n s t a n c e  T u c k e r m a n  we r e a f ra i d  of the c o m m u n i t y ' s  
"s c a n d a l - m o n g e r i n g " .
On the o t h e r  hand, Ruth B e n e d i c t ' s  d e f i n i t i o n  of "guilt 
cul tu re s"  ap p l i e s  to the i n d i v i d u a l  P u r i t a n 'g u i I t , a p a t t e r n  
p r e s e n t e d  in her N o r t h e r n  p l a y s . I n  plays like WR, TSW, TCH,
D C , the c h a r a c t e r  r ev ol v e s  about his sense of i n d i v i d u a l  guilt 
t o wa rd s others. And this gui,lt al way s i m p l i e s  f i na nc ia l 
b l ac km ail : the i n d i v i d u a l  uses, m o ne y to br ibe people and buy 
their a f f ec ti on . Yet he /sh e also feels a sense of p e r s o n a l
gu il t for -a- f a i l u r e  to get i n v o l v e d  in ev ent s o u ts id e 
t h e m s e l v e s  (as in TSW, WR, DTC).
A great deal of n a r c i s s i s m  is d i s p l a y e d  in H e i l m a n ' s  
N o r t h e r n  plays-7 like TSW, w h e r e  Moses i m p l i e s  that men are 
f r u s t r a t e d  in t he ir  p r i v a t e  lives so that they cannot take 
hold of the h i s t o r i c a l  m o m e n t  p ro p e r l y .  Or in D_C w h er e the 
c a p i t a l i s t  (Andrew Rodman] fe els guilt about his p e r s on al  and 
p u b l i c  life but se ems un abl e to change, d e c i d i n g  for c o m p r o m i s e  
on both levels. In WF?, the Pa rr el  lys have a sense of gu ilt 
b e c a u s e  they d i d n ’t gi v e su p p o r t  to t h e ir  r e l a t i v e s  who were 
f i g h t i n g  for a good ca use (Kurt's fight ag ai ns t Nazism).
S a rt r e  does c o n s i d e r  the e th ica l p r o b l e m  of the 
i n f l u e n c e  by ex a m p l e  of o n e ’s act io n upon others, and he st a te s 
u n e q u i v o c a l l y  that "one o ug ht  always to ask o n e s e l f  what  w o u l d  
ha p pe n if e v e ry on e .did as one is d o i n g” and that one ca nn o t 
e s ca p e  from this r e s p o n s i b i l i t y  ’exce pt  by a kind of self- 
d e c e p t i o n  (bad faith).'1' ^  ^
Bacf' faith ar is es  when  the i n d i v i d u a l  tr ies to' e s c a p e  
his r e s p o n s i b i l i t i e s ,  by a c c e p t i n g  some r e a d y -m a de , s o c i a l l y  
a c c e p t a b l e ,  stable c o n s c i o u s n e s s  of its el f as its true and 
f i xe d identit y.  Thus, c h a r a c t e r s  like the F a r re ly s (WR), the 
R o d m a n s  (.DC) , the Ha ze ns  (TSW) act in bad faith, c h o o s i n g  to 
be i d e n t i f i e d  with  a pu bl i c im age  of t h e m s e l v e s  and d e n y i n g  
t h ei r per so na l r e s p o n s i b i l i t y  t o wa rd s  co mmi t me nt . They rem ai n 
as b ys ta nd e rs , a l i e n a t e d  fr o m e x t e rn al  r e a l i t y  and u n w i l l i n g  
to prev ent  d es tr u c t i o n .
C o n t r a s t i n g  to these c h a r a c t e r’s sense of p e r s o n a l  
guilt we have Miss H e i l m a n’s S a r t r e a n  heroes. Like Leo W h a l e n
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(DC) or Kurt M ü l l e r  -(WR) who are of "good fait h."  Th ey  are 
c o m m i t t e d  to a p o l i t i c a l  c a u s e  and fi ght -for it, the f ir st 
ag a in st  the f a c t o r y - o w n e r ' s  e x p l o i t a t i o n  and the sec on d 
ag a i n s t  Nazis m.  Th ey  are not s u s c e p t i b l e  to b l a c k m a i l  b e c a u s e ,  
unl ik e the ot her s they have a d e f i n i t e  ou t l o o k  on life and 
t r a n s c e n d  t h ei r i n d i v i d u a l  selves f i g h t i n g  for a good cause.
Miss H e i l m a n’s i d e a l i s m  seems to in duc e her to f o l l o w  
I b s e n ’s m e t h o d s  in her e a r l i e r  plays. I b s e n’s m e l i o r i s m  seems 
to be her s t a n d a r d  wh en  she has w r i t t e n  TLF, APF, DTC, WR, TCH, 
TSW.
In TLF, I b s e n ’s m e t h o d  is f o l l o w e d  in the r e v e l a t i o n  of 
the t rut h to A l e x a n d r a  so that the yo uth b e c o m e s  aware of the 
H u b b a r d s’ p r e d a c i t y  in o r de r  to fight it.
Miss H e i l m a n  is c o n c e r n e d  with  social p r o b le ms  and 
wi t h a way out of t h ei r i m pa ss es : she shows a cold m a t e r i a l i s m  
in D_C b e in g c o n t r a s t e d  with  an e n g a g e d  hero who fi ght s a g a i n s t  
o p p r e s s i o n .  She co nd em ns  the U.S., n o n - i n t e r v e n t i o n i s t  p o l i c y  
in the T h i r t i e s  and blames it t h r o u g h  her "engag e" he r o s e  like 
Sa m and K u r t , Müller, s ho wi ng  its c o n s e q u e n c e s  in W o r l d  War II 
and N a z i s m  in WR and T S W .
In I b s e n’s fas hio n she shows the S o u t h e r n  R e c o n s t r u c t i o n  
d i l e m m a  CA P F , TLF 1, that is, an a g r a r i a n  s o c i e t y  wi th  a 
C h i v a l r i c  code of h o n o u r  is c o n t r a s t e d  w i t h  No-rthern 
m a t e r i a l i s t i c  va lue s and she seems to p r o p o s e  an a l t e r n a t i v e  
society. In those plays some  c h a r a c t e r s  p re se nt  a S o u t h e r n  
C h i v a l r i c  code of h o n o u r  like Bag try and H o r a c e  G id de ns  (APF,
T L F ) and even Jul ian  CT A J wh o c o u l d n’t be a r to live by the 
m a t e r i a l i s t i c  v a l u e s  of N o r t h e r n  socie ty.  O t h e r  ch a r a c t e r s .
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like Regina, O s c a r  and Ben H u b b a r d  ac cep t those m a t e r i a l i s t i c  
s t a n d a r d s  and try to r ea l i z e  them. The y pur su e the " m y s t i q u e  
of su cc es s"  also r oo t e d  in the P u r i t a n  p r i n c i p l e s  that j u s t i f y  
w o r k i n g  and g e t t i n g  rich as not being i n c o n g r u o u s  p r i n c i p l e s .
In this a l t e r n a t i v e  s o c i e t y  v ie w e d  by the p l a y w ri g ht ,
S o u t h e r n e r s  could adopt the._.Northern ethos of p r o gr es s as a 
way  to es ca pe  e c o n o m i c  de ca de nce .
But in her last two plays (TAg, TA], i n f l u e n c e d  by 
Chekho v,  she seems f a t a l i s t i c  about the S o u t h e r n  destin y, 
p r o p h e s y i n g  f a i l u r e  and de cay for the South. She p r e s e n t s  the 
i n d i v i d u a l’s t r a g i c  s o u l - s e a r c h i n g  as a v i c i o u s  circle l ea di ng  
to m e a n i n g l e s s n e s s” and de ca de nc e.
C h a r a c t e r s  in the last plays, like C a r r i e  and Mrs Elliss, 
i l l u s t r a t e  a n a r c i s s i s t i c  ou t l o o k  on life, d i s p l a y i n g  
i n c e s t u o u s  f e e l i n g s  as a sure sign of t h e i r  f ai lu r e to love.
They c o u l d n’t go b ey o n d  t h ei r se lves and p a r t i c i p a t e  in o u t s i d e  
reali ty,  like the pe o pl e of g o o d - f a i t h  in I b s e n - i n f l u e n c e d  
plots, who s t r u g g l e  to be c om e  c o m p l e t e  and s e l f - f u l f i l l e d  as 
human beings.
We w ou ld  like to e m p h a s i z e  that in her e a r l i e r  plays 
CTLF, WR, TSW, DTC) ce r t a i n  h o n o u r a b l e  c h a r a c t e r s  (Alexan dr a, 
Kurt r'lUller, Sa m Hazen, Wha l en ] are i mm u n e  to b l a c k m a i l  b e c a u s e  
they are pe op le  of good faith: by t h e i r  free choice they 
t r a n s c e n d  t h ei r i n d i v i d u a l  selves and f igh t for an ideal w h ic h 
will pr o m o t e  m a n k i n d’s we lf ar e.  W h i l e  in her last two plays 
(TAg, TAl, no one -moves b e y o n d  "bad f a i t h”; all are shown 
a b s o r b e d  in t h ei r  s e l f i s h  in te r e s t s  and i n w a r d  crisis, e s c a p i n g  
th eir  r e s p o n s i b i l i t i e s  t o w a r d s - t h e  o u t s i d e  w o r l d  and thus
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C H A P T E R  II
THE C H I L D R E N’S HOUR (1934)
The C h i l d r e n ' s  H o u r  was first p e r f o r m e d  in 1934 and 
b ec a u s e  of its subje ct matter, l es bi an is m,  it was ba nn ed  in 
Bo st on  and C h i c a g o  for a long time.
Lo rena Hol m in  states that this play was based on an 
actual trial: "Clos ed  Doors; or the Great D r u m s h e u g h  Case", 
one of a c o l l e c t i o n  of c r i m in a l cases e n t i t l e d  Bad C o m p a n i o n s  
by W i l l i a m  R o w g h e a d  (N. York, D u f f i e l d  and Green, 1931). Two 
headmistresses of a Sco.ttish b o a r d i n g  sc hoo l were a cc us ed  of a 
lesbian a t t a c h m e n t  to each o th er  on the s l a n d e r o u s  t e s t i m o n y  of 
a s i x t e e n - y e a r - o l d  sch oo lg ir l.  The t e a c h e r s  sued and a l t h o u g h  
they pr ove d t h ei r i nn oc e n c e  a f te r ten y ea rs  they were 
e c o n o m i c a l l y  and m o r a l l y  de s tr oy ed .
David S i e w e r s  says that
"Miss Hei l ma n has d e c l a r e d  that it was d i f f i c u l t  
to cast the o r i g i n a l  p r o d u c t i o n  b ec aus e p r o m i n e n t  
a c t r e s s e s  were af r ai d to take part... and even 
Prof. W i l l i a m  Lions Ph'elpps of Yale, a m em b e r  of the
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P u l i t z e r  P riz e C o m m it te e,  r e f u s e d  to at ten d 
The C h i l d r e n ' s  Hotir; the pr ize that se aso n went to 
a c o m p a r a t i v e l y  t ep id  s tu dy of the r e l a t i o n s h i p  0 f 
two women, The Old Maid . ’ ^ ^
Many  cr it ic s ag re e that the s e a s o n ' s  best play was 
re a ll y T C H .
Miss H e i l m a n  d e c l a r e d  'that its s u bj ec t was good and evil. 
This play q u e s t i o n s  the m ora l code e s t a b l i s h e d  by s o c i e t y  and 
its p u n i s h m e n t  of t ho se who d e vi at e fr om  it. It c r i t i c i z e s  
s l a n d e r  and b l a c k m a i l  as a me ans of social c o e r c i o n  s h o w i n g  the 
d e s t r u c t i o n  it b r i n g s  to p e o p l e ' s  lives.
It is set in the W r i g h t  - D o bi e school for girls, a 
c o n v e r t e d  f a r m h o u s e  in a small town in M a s s a c h u s s e t s .  The first 
act takes place in Mrs M o r t a r ' s  s e w i n g - c l a s s .  Mary T i l f o r d  
a r r i v e s  late wi th  a b u n c h  of fa ded  f l o w e r s  -as a p re sen t for Mrs 
Mortar. Mrs Mortar, a vain e x - a c t r e s s  is p l e a s e d  with them. But- 
Ka re n Ddbbie, one of the school h e a d m i s t r e s s  ar r i v e s  and 
d i s c o v e r s  M a r y’s lie: Karen p u n i s h e s  her for it. The lat te r 
s i m u l a t e s  a h e a r t - a t t a c k  and t h r e a t e n s  to b l a c k m a i l  her t e a c h e r s  
into s u bm is si on , t h r e a t e n i n g  to tell her rich and p o w er fu l 
g r a n d m o t h e r  a tale ab ou t b e in g m i s t r e a t e d .  K ar en in f o r m s  M a r t h a  
Wr i ght , the ot her  h e a d m i s t r e s s ,  about the g i r l ’s p r e t e n d e d  
il l n e s s  and they de ci de  to call Do c t o r  Joe Ca r di n in to e x a m i n e  
h e r .
Joe Ca rdi n is K a r e n ’s fi a n c é e  and on his a rr iva l t h e r e ’ 
is an open h o s t i l i t y  in M a r t h a ' s  b e h a v i o r  t o w a r d s  him. M a r t h a  
had p r e v i o u s l y  c o m p l a i n e d  to K are n of her lo ne l i n e s s  and the 
loss w h i c h  she w o u l d  s u f f e r  in the p a r t n e r s h i p  a d m i n i s t r a t i o n  of 
the sc hoo l a ft er K a r e n ’s mar ri a g e .  K ar en  d i s m i s s e s  it and they
c o m b i n e  to of fe r Mrs M o r t a r  a sum to leave the school. They 
t h in k that the old ac t r e s s  s ho u l d  leave b e c a u s e  her e c c e n t r i c  
b e h a v i o r  and s m a l l - m i n d e d n e s s  can be harm ful  to the s c h o o l g i r l’s 
c h a ra ct er .
M a r t h a  c o m m u n i c a t e s  t h e ir  d e c i s i o n  to her aunt and Mrs 
M o r t a r  m a l i c i o u s l y  ac c u s e s  M a r t h a  of having an 'unnatural' 
a t t r a c t i o n  for Karen.. She c h a r g e s  M a r t h a  wi t h lesb ian  f e e l i n g s  
and j e a l o u s y  tow a rd s her friend. Two schoolgirls o v e r h e a r d  the 
c o n v e r s a t i o n  and later on they re vea l it to Mary  T i l f o r d  who 
d e c i d e s  to run away from school.
In the S ec o n d  Act Ma ry  a rr iv es  at Mrs T i l f o r d’s ho use and 
lies to her g r a n d m o t h e r .  P e r c e i v i n g  that she c o u l d n ' t  d e c e i v e  
her and he l p e d  by r e a d i n g  M a d e m o i s e l l e  de Ha up i n  she i n s i n u a t e s  
an 'un nat ur al r e l a t i o n s h i p *  be t w e e n  her two tea che rs . Mary 
m e n t i o n s  Mrs M o r t a r’s q u a r r e l  wit h Martha, the latter 's  
h o s t i l i t y .to wa rds  Cardin and her c ry i n g  ov e r K a r e n ' s  m a r r i a g e  to 
c o r r o b o r a t e  her ch ar ge s.  In o r d e r  to c o n c l u d e  her r e ve ng e she 
st at es  that she has been p u n i s h e d  for kno w in g the truth.
Mrs Ti lfo rd , s e l f - r i g h t e o u s l y ,  sta rt s her " w h i s p e r i n g  
c a m p a i g n’ to d e s t r o y  the t e a c h e r s . She phones Car di n and the 
s c h o o l g i r l s’ par en ts  are wa rn ed . In the next scene she has told 
the w h o l e  c o m m u n i t y  and all the girls, are taken ou't of the 
school. Rose lie arrives at M a r y ’s house and t h e - s e c o n d  
b l a c k m a i l s  her guest: Mary  t h r e a t e n s  to tell 'about H e l e n ’s 
b r a c e l e t  w h i c h - w a s  stolen by Rosali e, if she d i d n ’t ob ey  her.
Joe Cardin is a l r e a d y  at Mrs Til f o r d ’s. h.ouse when  K are n 
and M ar t h a  a rr i v e  d e m a n d i n g  an e x p l a n a t i o n  of her a c c u s a t i o n  of 
a h o m o s e x u a l  r e l a t i o n s h i p .  They- thr ea t lien to sue Mrs T i l f o r d
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for  slander. C ar d i n  q u e s t i o n s  Mary who states her p r e v i o u s  
a c c u s a t i o n s  and a l t h o u g h  she fa lls  into c o n t r a d i c t i o n  Mrs 
T i l f o r d  b e l i e v e s  her. She calls R o s a l i e  as a wi t n e s s  and the 
latter, s u b m i s s i v e  to b l a ck m ai l,  c o n f i r m s  Mar y's  versi on.
In Act III, K a r e n  and M ar t h a  have lost the libel suit 
a n d ' t a l k  about t h e i r  e x c l u s i o n  fr om  socie ty.  Mrs M o r t a r  
a rr i v e s  a p o l o g i z i n g  for er ro rs  of j u d g e m e n t .  They re j ec t her 
e x c u s e s  and ask her to leave in the next train.
Joe Ca r di n a r r i v e s  and p r o p o s e s  that K a re n and he e sc a p e  
to Germany. He d e m a n d s  the truth c o n c e r n i n g  the s l a n d e r  and 
Karen br e ak s up t hei r e n g a g em en t.
M a r t h a  comes into the ro om  and in a b i t t e r  s eIf-realization 
c o n f e s s e s  her "hidden s e c r e t”: she had u n c o n s c i o u s l y  c h e r i s h e d  
a h o m o s e x u a l  a t t r a c t i o n  for Karen. A f t e r  this r e v e l a t i o n  M ar t h a  
goes out and c om mi ts  suicide. In the m e a n t i m e  Mrs Ti l f o r d  
a rr iv es  to mak e amends: she of fe rs  m o n e y  and a public a p o l o g y  as 
a re w ar d for m or al  damage.
B l a c k m a i l  was d i s c o v e r e d  when  H e l e n ’s b r a c el et  was f oun d 
in R o s a l i e ' s  ro oms a n d ^ r s  T i l f o r d  a d m i t s  that Maryis a sick child. 
K are n r e m a r k s  that her r e p a r a t i o n  is w o r t h l e s s  a ft er  M a r t h a ' s  
death. But later she feels c o m p a s s i o n a t e  for Mrs T i l f o r d  and 
s hows what both the c o m m u n i t y  and the old lady lacked: mercy.
She f o r g i v e s  Mrs T i l f o r d  and p r o m i s e s  to see Cardin again. In 
do ing so Ka ren  ex t e n d s  a r e c o n c i l i a t i o n  to the c o m m u n i t y  w h i c h  
had e x c l u d e d  her.
C r it ic s say that the title of the play was taken fro m 
L o n g f e l l o w’s poem. It is used i r o n i c a l l y  b ec au se  it 
d e m y t h o l o g i z e s  the R o m a n t i c  a s s u m p t i o n  of the child as a
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sy m b o l  of purity, i n n o c e n c e  and p e r f e c t i o n .
In this play we see the c o m m u n i t y  as a p o w er fu l c o e r c i v e  
f o r c e  w h ic h  a n n i h i l a t e s  the i n d i v i d u a l  who di dn 't  fit into its 
r u l e s .
It is t h r o u g h  d i f f e r e n t  m e a n s  of soc ia l c o n t r o l s  such as 
b l a c k m a i l  or s l a n d e r  that i n t e r - p e r s o n a l  r e l a t i o n a s h i p  w o r k  out 
in the social mil ieu .
M o r e o v e r  Miss H e i l m a n  e m p h a s i z e s  blood r e l a t i o n h i p s  
b e t w e e n  the c h a r a ct e rs : the cl o s e r  t h e i r  bl oo d links, the more 
t h ei r fau lt s are i n t e n s i f i e d .
Mary  Tilfo rd,  who is d e s c r i b e d  by S i e v e r s  as a 
" p s y c h o t i c  child" m a n i p u l a t e s  w o r d s  c u n n i n g l y  ei t h e r  to f l a t t e r  
her g r a n d m o t h e r  or to p e r s u a d e  her to b e l i e v e  in her charge s.
Mary  uses, f l a t t e r y  as e m o t i o n a l  b l a c k m a i l  to submit Mrs 
T i l f o r d  to her wi.ll. Ma r y is also a lea d er  a mon g the 
schoolgirls-, often using p h y s i c a l  v i o l e n c e  or b l a c k m a i l  to 
su b mi t the ot her s to her will.
In. the s c h o o l g i r l s  ’ c o n v e r s a t i o n  on. ‘un na t u r a l  
a t t r a c t i o n’ Be t w e e n  th:e two t e a c h e r s  they  m e n t i o n  Mademoi.se lie 
de M a u p l n .
As D or is  Falk states. M a d e m o i s e l l e  de Ma upi n is:
" G a u t i e r’s t i t i l l a t i n g  novel d e s c r i b i n g  some 
v a r i e t i e s  of sexual e x p e r i e n c e  i n c l u d i n g  
i n v e r s i o n ; "
Re a d i n g  Mau pin  helps Ma r y' s e l a b o r a t i o n  of s l a n d e r o u s  
c h a r g e s  ag a i n s t  the h e a d m i s t r e s s e s .
We see this first in M a r y ’s arriv.al at Mrs T i l f o r d ' s  ho use 
and her use of f l a t t e r y  and p e r s u a s i o n  to c o n v i n c e  Mrs T i l f o r d
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of her charges.
Mary  has d e c i d e d  to run aw a y fr o m school and takes for 
g r a n t e d  Mrs T i l f o r d ' s  e c o n o m i c  p o we r on the c o m mu ni t y,  us in g it 
as a p o s s i b l e  th rea t to her te ach er s:
"I'm not s t a y i n g  an ym ore . T h e y ’re sc a r e d  of 
G r a n d m a  - she he lp ed  'em when they  first started , 
you know  and when she tells ’em s o m et hi ng , b e l i e v e  
me t h e y ' l l  sit up and listen. The y c a n ’t get away 
wit h t r e a t i n g  me like this, and th ey  do n't ha ve  to 
think they c a n ( T C H , p . 2 5) «
M a r y  pl ans tier r e v e n g e  us ing Mrs T i l f o r d’s fo r t u n e  as a 
p o s s i b l e  so u r c e  of b la c k m a i l .  M o ne y  is used as a so u rc e of p o we r 
and as a m ea n s to s u b j u g a t e  o t he r s  to o n e ’s will.
Mrs T i l f o r d’s r e s p e c t a b i l i t y  and her s t a n d i n g  as a 
p a r a g o n  of t r a d i t i o n  and m o r a l i t y  is p o i n t e d  out by Card in :
Car din... "You can look at Aunt A me l i a  and tell:
old Ne w E n g l a n d  stock, n e v e r  m a r r i e d  out 
of Bos ton , still th i nk s h ono r is h o n o r . . . "  
(TCH, p. 19)
H e r e  we have a g l i m p s e  of Mrs T i l f o r d ' s  rigid mo ral
«s t a n d a r d s  and  of her p r i v i l e g e d  e c o n o m i c  p os it io n.  It is a 
f o r e s h a d o w i n g  of the for ma l c o n t r o l s  ie. g. law a p p a r a t u s )  w h i c h  
she will set in m o t i o n  to d e s t r o y  K are n and Martha.
Mrs T i l f o r d  ma y be c o m p a r e d  to the m e m o r a b l e  m a t r o n s  w h i c h  
will  f o l l o w  in the next plays: to Mrs Ellis in TAg or to Mrs 
F a n n y  F a r r e l l y  in W_R. T he y are self - r i g h t e o u s  and st a t u s  - 
c on s c i o u s ,  s t a n d i n g  up as m o r a l  jud ges  to the acts of a f a m i l y  
or c o m m u n i t y .  They  stand as a r e p o s i t o r y  of d ai ly  w i s d o m  and 
c o m m o n  sense and fr om  this d e r i v e  t hei r a b i l i t y  to ju dge  people. 
On the o t h e r  ha nd  they are liable to admit the i n j u s t i c e  and the
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er ro rs they may commit in the name of co mmo n sense.
But th ere are c h a r a c t e r s  who o pp o s e  those s e l f - r i g h t e o u s  
ma tr ons . Afatha, the h o u s e m a i d  is such a ch ar ac ter : she is 
aware of M a r y ’s m i s c h i e v o u s  p e r s o n a l i t y .  She is an e a r l i e r  
r e p r e s e n t a t i v e  of H e i l m a n ' s  type: the s er va n t who has an 
u p ri gh t p o s i t i o n  and stands a g a i n s t  the o p p r e s s i o n  and u n j u s t i c e s  
of its owners. She is an ea r l i e r  d e v e l o p m e n t  of A dd ie  in TLF 
and like her, a l t h o u g h  o c c u p y i n g  an ...underprivileged p o s i t i o n  
she sta nd s as a cri ti ca l  c o n s c i o u s n e s s  to the ot he r c h a r a c t e r s .
By the end of the play she stands as m e d i a t o r  b et we en  Mrs T i l f o r d  
and K ar en  s t at in g that she stood on the headmistress's. side 
t h r o u g h o u t  the jud ge me nt . But now she ple ad s m e rc y for the 
g u i l t - r i d d e n  g r a n d m o t h e r .  Ag at h a  is like Di l se y in F a u l k n e r ' s  
The S ou nd  and The F u r y , a w i t n e s s  of c o r r u p t i o n  and d e s t r u c t i o n ,  
and she tries to serve as a m e d i a t o r  in the p r oc es s of 
r e c o n c i l i a t i o n  b et we e n the o u tc as t and the commu ni ty.
Mrs T i l f o r d  starts her " w h i s p e r i n g  c o m p a i g n” and 
m a n i p u l a t e s  the pu bli c o p i n i o n  p l e a d i n g  for the e n f o r c e m e n t  of 
the mores. A n y t h i n g  that d e v i a t e s  f r o m  an e s t a b l i s h e d  m o r a l  code 
C e . g. p e r v e rs io n,  l e s b i a n i s m !  had to be, a n n i h i l a t e d  so that 
o r d er  could be r e - e s t a b l i s h e d  in society.
B l a c k m a i l  is used in this play in o rd er  to carry on a 
p r oc es s of slander, to smear the h e a d m i s t r e s s e s '  re p u t a t i o n ,  
d e s t r o y i n g  them  e m o t i o n a l l y  and e c o n o m i c a l l y .  B l a c k m a i l  is 
s o m e h o w  a l w a y s l i n k e d  to money, p r o p e r t y  or to ill ega l acts of 
a c q u i s i t i v e n e s s ,  w h i ch  is a c h a r a c t e r i s t i c  of a c a p i t a l i s t  
society.
P e o p l e’s b e h a v i o r  is c o n d i t i o n e d ,  in this play, by the
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Northern m a t e r i a l i s t i c  ethos, c o m p e t i n g  and using il le ga l m e an s 
of a c q u i s i t i v e n e s s  to get power, status. Thus the b l a c k m a i l e r  
pr o f i t s  from  his v i c t i m’s w e a k n e s s e s  to exert his po wer  ove r 
him. At first Mary co e r c e s  R o s a l i e  to c o o p e r a t e  in the sland er,  
blackmailing the s ec o n d  e m o t i o n a l l y .  Mary  uses R o s a l i e’s se nse 
of g uil t for s t e a l i n g  H e l e n ’s b r a c e l e t  as a way to b l a c k m a i l  
R o s a l i e  and to ob t a i n  her c o o p e r a t i o n  in the s l a n d e r  proces s.
As is eviden t,  b l a c k m a i l  loads the dice for the choice d e s i r e d  
by the b l a c k m a i l e r .  In the c o n f r o n t a t i o n  scene with  the t e a c h e r s  
R o s a l i e  is p o w e r l e s s  to tell the truth b e c a u s e  of b l a c k m a i l  and 
is f or c e d  into a h y s t e r i c a l  c o r r o b o r a t i o n  of the slander. In 
this scene b l a c k m a i l  has a highly c o e r c i v e  p o we r b e ca us e  it 
i m pl ie s the p s y c h o l o g i c a l  v i o l e n c e  a n e u r o t i c  girl can ex ert  on 
a guilt-ridden person.
Mrs T i l f o r d  also c o r r o b o r a t e s  M a r y ’s c ha rg es  in her self- 
r i g h t e o u s  and p r e j u d i c e d  remark:
Mrs T i l f or d. ..  " Y o u’ve been p l a y i n g  wi t h c h i l d r e n’s
lives and t h a t ’s wh y I s to pp ed  you." 
(TCH, p. 43)
She uses the taboos of' social c o n s e n s u s  to c on dem n the two 
te ac he rs . In her ’n a i v e t e’ the t e a c h e r  sues Mrs T i l f o r d  only to 
see the r e v e rs al  of her e x p e c t a t i o n s :  the legal a p p a r a t u s  just 
s a n c t i o n s  the social c o n s e n s u s  c o n d e m n i n g  M a r t h a  and Karen.
Some crit ic s have po i n t e d  out that the p l a y w r i g h t  has 
b o r r o w e d  mo ti f s (e. g. the k ey hol e and the te ac h e r ' s  room) from 
the D r u m s h e u g h  case. Mary sta ted  that she had seen t hi n g s  
t h r o u g h  a k e yh ol e  in K ar en ' s room. Like in the real trial th ere 
was no k ey hol e in K ar en ' s room and M a r t h a  sha re d a roo m with 
her aunt in a n o t h e r  ■ part of the house.
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In the third act s l a n d e r  and b l a c k m a i l  have been 
c o n s o l i d a t e d  by the law a p p a r a t u s  and Ka ren  and M a r t h a  talk 
ab out t h e ir  social o s t r a c i z i n g .
They  talk about t h ei r  t r e a t m e n t  as social o ut ca st s: they 
c o u l d n’t even go s h o p p i n g  b e c a u s e  the ladies' club had w r i t t e n  
c i r c u l a r s  to ex c l u d e  them  f r o m  t h e i r  milieu.
Social c o n s e n s u s  had s e c l u d e d  them  in the house and it is 
as if the y were living in a K a f k a e s q u e  world:
K aren - . . . " I t’s like that dark hour of the night whe n 
half a wa ke  you s t r u g g l e  t h r o u g h  the bl ack 
mess you 've  been d r e a m i n g . . .  But now i t ’s 
all the n i g h t m a r e ,  t h e r e ’s no so lid w o r l d .” 
(TCH p. 53)
But there are two i nt er rup ti on,  from  the o u t s i d e  world: the 
t e l e p h o n e  call and Mrs M o r t a r’s 'arrival. M a r t h a  r e l e a s e s  her 
a n g e r  on Mrs M o r t a r ,  i n f o r m i n g  her that the a c c u s a t i o n  had been 
c o u c h e d  in her wo rds  and that her ref usa l to t e s t i f y  had 
p r o v i d e d  e v i d e n c e  to c on de mn  them. She shows Mrs M o r t a r  that she 
has a ct ed in "bad f a i t h” to w a r d s  them-, that is by her ina ct io n,  
a v o i d i n g  to t e st if y at . th e trial she hel pe d t h ei r d e s t r u c t i o n .
Doris Falk c l a s s i f i e s  Mrs M o r t a r  as a "b ys ta nd er ",  that
is:
"a c h a r a c t e r  w e l l - m e a n i n g  or not who stand by and
allow the d e s p o i l e r s  to a c c o m p l i s h  t he ir  d e s t r u c t i v e
„ ( 3 )aims."
Joe Cardin is shown, in the last act, as a we ak  man 
b l i n d e d  by social c o n se ns u s.  In his d i a l o g u e  wi t h K a re n no 
c o m m u n i c a t i o n  is p o s s i b l e  b e c a u s e  d i s t r u s t  has t a i n t e d  t h ei r 
r e l a t i o n s h i p .
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Car d in  is an ea r l i e r  d e v e l o p m e n t  of w e l l - i n t e n t i o n e d  but 
fe e b l e  man who is ea si l y  m a n i p u l a t e d  and who s o m e t i m e s  fails 
to take a st and in the co u r s e  of events. We have his 
c o u n t e r p a r t s  in the c h a r a c t e r  of F r e d e r i c k  who is m a n i p u l a t e d  
by his m o t h e r  in T A g , in David F ar re l y ,  m a n i p u l a t e d  by F a nn y  
i n WF3 or in Julian m a n i p u l a t e d  by his s i st e rs  in T_A. They are 
all g o o d - w i l l i n g  c h a r a c t e r s  but t h e i r  i n a c t i o n  and 
i n d e c i s i v e n e s s  is ha rm fu l to t h e m s e l v e s  and to the ones who 
are cl ose to them.
O t h e r  c r it ic s st ate that M a r t h a ’s r e v e l a t i o n  of 
h o m o s e x u a l  t e n d e n c i e s  to Ka ren  and the f o r m e r’s c o n s e q u e n t  
s u i c i d e  are m e l o d r a m a t i c  devic es . I w o u l d  argue that M a r t h a  is 
the only  c h a r a c t e r  in H e i l m a n’s play who fo l l o w s  the tra gic  
p a t t e r n .
A c c o r d i n g  to A r i s t o t l e  t r a g e d y  r e q u ir es  a c h a r a c t e r  w h o s e
(41m i s f o r t u n e  is b r o u g h t  about by some "e r ro r or frailty.”
Modern i n t e r p r e t a t i o n s  of the tragic pa t t e r n  show that the 
c o n fl ic t in human life de r i v e s  fr om  the clash between 
a p p e a r a n c e  and reality. A c c o r d i n g  to Karl R e i n h a r d t  the tr ag i c  
hero st ands a g a in st  a set of va lu es  w h i c h  rules his wo rld . And 
his life b a l a n c e s  b et wee n truth and lie. T ra g i c  p ro ces s 
e v o l v e s  to wa r d  the d i s c o v e r y  of truth, that is the hero a c h i e v e s  
the c o n s c i o u s n e s s  that he had a fa lse  vi si o n  of reality, he sees 
his truth now as a lie. R e c o n c i l i a t i o n  with  the wo rld  is 
p o s s i b l e  t h r o u g h  death.
Miss H.e liman shows this i r o ny  in the tr ag ic  p ro ce ss  of 
T C H : what see me d to be a lie, turns out to be true. And the 
h e r o i n e’s p o s i t i o n  a p pe ar s  to h e r s e l f  as false, i n c o n s i s t e n t  
wi t h the set of rules that go ve rn  her world. Martina’s self-
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r e a l i z a t i o n  m a k e s  her c on fe ss  to Ka re n that she had c h e r i s h e d ,  
u n c o n s c i o u s l y ,  h o m o s e x u a l  f e e l i n g s  t o w ar ds  her best friend. 
S i e v e r s  po int s out that Miss H e i l m a n  c re at ed
" u n d e r s t a n d i n g  and e m p a t h y  for u n c o n s c i o u s  d e v i a t i o n  
as a t ra g i c  flaw.
As Ma r t h a  sha re s the mo ral  code' of the c o m m u n i t y  the 
only p o s s i b l e  r e c o n c i l i a t i o n  is t h r o u g h  death. C o m m i t t i n g  
s u i c i d e  is a form  of e x p i a t i o n  of her gu ilt  and thus be in g in 
pe ac e wi t h the c o m m un it y.  And the p l a y w r i g h t  is c o n v e n t i o n a l  
-enough to agree that su ic id e is an a p p r o p r i a t e  a f t e r m a t h  to 
d i s c o v e r y . o f  this secret.
By the end K a r en  h er se lf  is r e c o n c i l e d  with  the o u t s i d e  
world, and she r es i g n s  h e rs el f to e nd u r e  life in a c o m m u n i t y  
w h ic h had e x c l u d e d  her.
Mrs T i l f o r d  comes to re ve a l  that Ma r y ' s  b l a c k m a i l  was 
fo und out m i n u t e s  a f te r M a r t h a ' s  suici de.  She offers m o n e y  as 
a m o r al  r e p a r a t i o n .  It seems that only in a s oc i e t y  wi th  a 
m a t e r i a l i s t i c  e t h o s , m o n e y  is o f f e r e d  as the high est  i n c e n t i v e  
to r e l i e v e  on e's c o n s c i o u s n e s s .  Mrs T il fo rd,  who be l o n g s  to a 
N o r t h e r n  c o m m u n i t y ,  sha re s its m a t e r i a l i s t i c  values. She 
r e v o l v e s  a bo ut her sense of guilt b e c a u s e  she has ac te d in bad 
f a ith  t ow ar ds  tfie t e a c h e r s  h el pi ng  t h ei r c o n d e m n a t i o n .  As a 
way  to r e l i e v e  her sense of gu ilt she of f e r s  rrroney as a r e w a r d  
for "false b l a c k m a i l” and slander.
K a r e n  a n s w e r s  that r e c o n c i l i a t i o n  wi th  the c o m m u n i t y  is 
only  p o s s i b l e  t h r o u g h  f o r g i v e n e s s  and e n d u r a n c e .
Doris Falk p o s es  the q u e s t i o n  of f r e e d o m  of choice:
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"What if the c ha rg es  were not false? What if af ter
all - one or even - both w o me n had such fee li ngs ,
c o n s c i o u s l y  or u n c o n s c i o u s l y ?  W ou ld the gu il ty
( 6 )d e s e r v e  d e s t r u c t i o n  at the hands of s o c i e t y ?”
We w ou ld agree wi th  t h e se  a s s e r t i o n s  a sk i n g  if s o c i e t y  
has any right to m a n i p u l a t e  goss ip,  b l a c k m a i l  and s l a n d e r  to 
c o n d e m n  two pe o pl e .regar dle ss of t h e i r  f r e e d o m  of choice.
In this p l a y  there is a c r i t i c i s m  of the j u s t i c e  system, w h i c h  
c o n d e m n s  pe o p l e  ba sed on s l a n d e r o u s  a c c u s a t i o n s  of a n e u r o t i c  
child. »
That is why in the 1952 revival. Miss H e i l m a n  d i r e c t e d  
TCH as a libel a ga in st  Me C a r t h y  and the U n - A m e r i c a n  A c t i v i t i e s  
C o m m i t t e e , w hi ch used the for mal  c o n t r o l s  of the State, e. g. 
ce n s o r s h i p ,  law a p p a r a t u s ,  to c o n d e m n  people.
And the same e t h i c a l  q u e s t i o n s  were ra is e d  over  the 
r e v i s e d  version: has the S t at e any rig ht s to co nt r ol  p o l i t i c a l  
i d e o l o g y ?  Why did they use the sm ear and the big lie? Why has 
the j u s t i c e  s y st e m  cond emned i n t e l l e c t u a l s  d e p r i v i n g  them  fr o m 
wo r k and d ign ity ? S o , q u e s t i o n s  of f r e e d o m  of cho ic e on 
p o l i t i c a l  e n g a g e m e n t  wpre im p l i e d  by the 19.52 p e r f o r m a n c e s .
C r it ic s c o m p l a i n  about the third act as being too 
l e ng ht y and they say the d e n o u e m e n t  is o v e r w r i t t e n .
Miss H e i l m a n  j u s t i f i e s  h e r s e l f  in the I n t r o d u c t i o n  to 
Fou r P l a y s .
"I am a mo ral  wr it er , often too m or al  a wri ter , and
I cannot avoid it seems that last s u mm in g up. . . "
Miss H e i l m a n  a p p a r e n t l y  agrees, with  th ose cri tic s 
w i s h i n g  that she had e n d ed  the .play.with M a r t h a ' s  suicid e.  But 
A d l e r " a t t r i b u t e s  thi s last s u mm in g - up to H e i l m a n ' s
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d i s c i p 1e s h i p  to Ibsen:
"like Ibsen she p r e s e n t s  is sue s of social 
s i g n i f i c a n c e . . .  w h e r e  the c h a r a c t e r s  had a tra gi c 
c o n f r o n t a t i o n  wit h t h e m s e l v e s . . .  she uses his 
t e c h n i q u e  by the end of the play: a d i s c u s s i o n  w he re
the issues b ro ugh t ab out the play are s pe l le d
4 .. C8) out.
L o r e n a  Ho l mi n c l a s s i f i e s  TCH as w e l l - m a d e  play by the 
use of t e c h n i c a l  c o n t r i v a n c e s  w hi ch  order the plot in a 'strict 
c a u s e - e f f e c t  r e l a t i o n s h i p .
For example, Ma r y bre ak s an o rn am en t,  d e s c r i b e d  as a 
’l o v e r’s g i f t ’, as a f o r e s h a d o w i n g  of the s p l i t t i n g  up of 
K a r e n ' s  love affair. A n o t h e r  r e i t e r a t e d  mo tif  is He l e n ' s  
'stolen b r a c e l e t’, w h ic h ma kes  M a r y ’s e m o t i o n a l  b l a c k m a i l  
e f f e c t i v e  .
Cr i t i c s  praise this play b e c a u s e  here the m a jo r v i rt ue s 
are a l r e a d y  present. As. A d l e r  po in ts  out there is:
"an a d m i r a b l e  c h a r a c t e r i z a t i o n ,  the f i r m  and life-
( 9 )like dia lo g ue , its e c o n o m y  and c ri s p n e s s "  
are p r e s e n t e d  not as v i v i d l y  as in the later plays.
B l a c k m a i l  ap p e a r s  as an inf or ma l  con tro l and it is linked 
to m a t e r i a l  go ods  and to m i s c h i v e o u s  pu rpo se s. It a p p e a r s  as 
a overt fo rm  of con tro l in o r d e r  to submit the v i c t i m’s will to 
the b l a c k m a i l e r ' s  a i:m. It works, as a s u bt le r form of p o w e r  when 
Mar y b l a c k m a i l s  Mrs T il fo rd  e m o t i o n a l l y  wit h f l a t t e r y  and 
g o s s i p  p e r s u a d i n g  her to use her s t r en gt h to de fea t the 
t e ac he rs . E mo t i o n a l  b l a c k m a i l  is also p r e s e n t e d  in APF w h e r e  
R e g i n a  H u b b a r d  f l a t t e r s  her f a t h e r  and uses his i n c e s t u o u s  
i m p u l s e s  t o wa r ds  her to o bt a i n  p o w er  and cheat her b r o t h e r s
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f i n a n c i a l l y .  It is a ce nt r al  m o t i f  in the play b e c a u s e  it ma ke s
It is a c en tra l m oti f in the play be c a u s e  it makes 
B l a n d e r  a c t u a l l y  pos si ble . It has been pro ve d  as a p o w er fu l  
c o e r c i v e  fo rce  in a so c i e t y  wi t h a m a t e r i a l i s t i c  ethics, 
b e c a u s e  its sucess d e p r i v e d  ot h e r s  of social i n t e g r a t i o n  and 
de n ie d them th ei r m ean s of support.
Bl a c k m a i l ,  in this play, wo rks  in a de vi o us  way to br ing  
the tr uth  to the surface. A f te r the h o m o s e x u a l  char ges  Ka ren  
is led to a kind of s e l f - e x a m i n a t i o n  d i s c o v e r i n g  that th ere 
was an 'un co ns ci ou s'  a t t r a c t i o n  b e t w e e n  them. I r o n i c a l l y ,  it 
is they also who p r o n o u n c e  s e n t e n c e  on th e m s e l v e s ,  and who 
b el i e v e  t h e ir  h o m o s e x u a l  i m p u l s e s  to be wrong. Thus we will 
have to c o n c l u d e  that s o c i e t y  is not t he ir sole p e r s e c u t o r ,  or 
that they have been so well c o n d i t i o n e d  by the pu bl ic  mo res  
that they cannot admit or f u lf il l  t h e i r  p ri va te  impulses.
B l a c k m a i l  in this play is r a t h e r  d i f f e r e n t  from o t he r 
plays b e c a u s e  it d oe sn ' t raise e th ic al  q u e s t i o n s  like in TS W or 
DC w h er e w o r l d  a ff air s are linked to the p ri va te  lives of the 
c h a r a c te r s.  But here b l a c k m a i l  shows a more private, more 
p s y c h o l o g i c a l  d i m e n s i o n  p o r t r a y i n g  the c h a r a c t e r’s inw a r d  
crisis p r o v o k e d  by a lie w h i ch  b ec o m e s  truth, by the end.
It is i n t e r e s t i n g  how unfeminis.t this en di ng  is. Miss 
H e i l m a n  seems to be saying that a l t h o u g h  s o ci et y is big ot ed , 
i n d i v i d u a l s  cannot sur viv e o u t s i d e  of the c o n v e n t i o n s  for very 
long. Miss-Hel l'man is r at h e r  c o n s e r v a t i v e  when she shows by the 
end that Karen c ond emn s herself. In this play ’f a l s e’ 
bl a c k m a i l  a p p l i e d  s o c i a l l y  s t i m u l a t e s  a kind of i nn er  gu ilt  in 
the latent hom os ex ua l,  so that the false char ges  proves f i n a l l y
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to be true when r e d i r e c t e d  by the i n d i v i d u a l  a g ai ns t  herself . 
Hiss H e i l m a n ' s  end is that of a m o r a l i s t  who is often alm os t 
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C H A P T E R  I I I
□AYS TO COME C1936)
Days to C o m e , Miss H e i l m a n’s se co nd  play, was p r o d u c e d  in 1936, 
It pl ay e d  only six p e r f o r m a n c e s  in New York and closed. Miss 
H e i l m a n . r e c o g n i z e s  its f a i l u r e  in the I n t r o d u c t i o n  to Four 
P l a y s :
"I s p o i l e d  a good play. I r e t u r n e d  to the a m a t e u r ' s  
mis ta ke:  e v e r y t h i n g  you th ink and feel must be 
w ri t t e n  this time, be c a u s e  you may n eve r have 
a n o t h e r  ch anc e to w r it e  it." ^
S m i l e y  says that it is a " di da c ti c st ri ke  play, but it fo c u s e s
f 2 )on c a p i t a l i s t s  r a t h e r  than on w o r k e r s . "
Miss H e i l m a n ' s  f a i l u r e  is a t t r i b u t e d  by most c ri ti cs  to 
the fu si on  of the labor st rif e wit h her p s y c h o l o g i c a l  in s i g h t  
into the lives of c a p i t a l i s t s .
Miss Heilman, c o n s i d e r e d  by Allan Lewis as a " s u r v i v o r  
of the D e p r e s s i o n "  p o r t r a y s  the p r o b l e m s  of labor u n i o n i z a t i o n  
iri a strike. Like m a n y  i n t e l l e c t u a l s  in the t h i r ti es  she
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bec am e aware of the p r o b le ms  of the d e p r e s s i o n  faced by the 
w o r k i n g - c l a s s .  In the A m e r i c a n  drama of this dec ade  we find 
a g ro up of p l a y w r i g h t s  c o n c e r n e d  w i t h  the a c t i v i s t  the at re . 
They f o r m e d  gr o up s not only for p r o p a g a n d a  but to set 
s t a n d a r d s  of high a r t i s t i c  qu al ity , both in the p r o f e s s i o n a l  
and a m a t e u r ' s  stage.
C e nt ra l in this m o v e m e n t  was the G rou p T h e a t e r  or the 
T h e a t e r  Guild. In 1935, the Fe d e r a l  T h e a t e r  Pr o j e c t  p r o v i d e d  
roles for many  p l a y w r i g h t s  and p r o d u c e d  many  ac ti vi st  p l a y s % 
W i t h o u t  being c o n n e c t e d  to any of th ese groups, Hiss H e i l m a n  
n e v e r t h e l e s s  re ve al s  the s t r u g g l e  b e t w e e n  c ap ita l and la bo ur  
in an i n d e p e n d e n t  p r o d u c t i o n  on Br oad wa y.
S a rt r e  w o u l d  pose the d i v i s i o n  b et we en  b o u r g e o i s  i d e o l o g y  
and 'engagem ent ' as the w r i t e r ' s  delemma:.
"We were  born into the b o u r g e o i s i e ,  and this class 
has ta ugh t us the va lue of its co nq ue sts : p o l i t i c a l  
freedom, habeas corpus etc...
We remain b o u r g e o i s  by our culture, our way of 
life, and our p re sen t pub li c .. . But at the same time 
the h i s t o r i c a l  s i t u a t i o n  dri ve s us to join the 
p r o l e t a r i a t  in o r d er  to c o n s t r u c t  a c la s s l e s s  
soc ie ty. ..  It will, of course, be said that this 
a n t i n o m y  wh ich  tortures, us is me re ly  due to our 
still d r a gg i ng  a ro u n d  the r e m a i n s  of b o u r g e o i s  
i d e ol og y. .. ; on the o t he r hand it will be said that 
we have a case of r e v o l u t i o n a r y  s n o b b i s m  and that we 
want to make l i t e r a t u r e  se rve ends for w hic h it is ■ 
not d e s i g n e d . "
MisS H e il ma n shows this a n t i n o m y  clearly: she s y m p a t h i z e s  
with the labbr cause and w a nt s the u n d e r d o g  to fight back. On 
the o t h e r  hand, she p o r tr ay s the f a c t o r y - o w n e r  as an
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u n w i l l i n g  op pr es so r.  This c o n t r a d i c t i o n  is set up to the 
d e t r i m e n t  of the plot w h ic h is:
" c r ow de d with l oo sel y r e l a t e d  el eme nt s,  i n c l u d i n g
bl a ck ma il , a d u l t e r y  and b r o a d l y  s at i r i c a l  s k e t c h e s  
(4)of the r i c h”.
But these c o n t r a d i c t i o n s  may be' a t t r i b u t e d  to Miss 
H e i l m a n’s a m b i g u o u s  p o l i t i c a l  belief. As she de cl a r e s  in An 
U n f i n i s h e d  W o ma n :
"It sa d d e n s  me now to admit that my p ol i ti ca l 
c o n v i c t i o n s  we r e  n e ve r  very radica l, in the true, 
best, se r iou s sense" .
On the o th er hand, she is b e n e v o l e n t  to w ar d the 
c a p i t a l i s t s  (Rodmans) b e c a u s e  she gave th em  the same t r e a t m e n t  
as her m o t h e r ' s  family: the N ew hou se s.
... "But that New York a p a r t m e n t  w he re  we v i s i t e d  
se v era l times a week, the s u m m e r  co t t a g e  w h er e  we 
went for a visit each year as the poo r d a u g h t e r  and 
g r a n d d a u g h t e r  made me into an an gr y child and 
f o r e v e r  ca use d in me a wild  e x t r a v a g a n c e  mi xed  w i t h  
r e sp ec t for mo ney and those who have it. The r e s p e c t  - 
ful p er iod s were f.u 11 of s e l f - h a t r e d  and dur ing  them
I always mad e my w o rs t m i s t a k e s " . ^  ^
W i t h o u t  i n t e n d i n g  a " W o ol wo rt h Freud "^  ^  a n a l y s i s  I 
w o ul d ar gu e that her e th ic al  vi si on  of the w o rl d b a l a n c e s  
be t w e e n  her re sp ec t for c a p i t a l i s m  and her sense of g ui lt  ove r 
it. The c o m b i n a t i o n  led her to an i n t e l l e c t u a l  pseudo- 
e n g a g e m e n t  in the thirties.
the play is set in a Small tourn in Ohio, in wh ich  
Woffegrs af§ P e l u c t a n t l y  s t r ik in g a ga ins t the owner of a brush 
ffiatbry, A n d r e w  Rodman. Ro dm an  is p o r t r a y e d  as a p a t e r n a l i s t
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b u s i n e s s m a n ,  c o n c e r n e d  wi t h the w e l f a r e  of the e x p l o i t e d  
w o r k e r s .  He c o u l d n’t adapt hi m s e l f  to the new ways of 
c a p i t a l i s m  which r e q u i r e d  the r e d u c t i o n  of the w ag es in o r de r 
to i n c r e a s e  his p ro fi ts  for s u c c e s s f u l  c o m p e t i t i o n  with 
g r e a t e r  m o n o p o li es . O t h e r  s t o c k h o l d e r s ,  like his si st e r  Cora 
or his la wye r and p a r t n e r  E l li co tt , p e r s u a d e d  A n d r e w  to hire 
s t r i k e b r e a k e r s  from C le v e l a n d ,  un der the co m m a n d  of a c e r t a i n  
Wilkie. The men who come are p r o f e s s i o n a l  .killers who try to 
p r o v o k e  the w o r k e r s  int o s t a r t i n g  a fight in o r d e r  to use 
legal for ce s to end the strike.
Leo Whalen, the union o r g an iz er , w ar ns  the w o r k e r s  not 
to fall vi ct i m to W i l k i e’s m a n o e u v e r e s  w hi ch  w o u l d  lead them 
to vi ole nc e. But when one of the s t r i k e b r e a k e r s ,  Joe, kills 
his partner, Mossie, W h a l e n  is u n j u s t l y  a r r e s t e d  as the 
mu r de rer .
In Days to Come her c h a r a c t e r s  are well de f i n e d  N o r t h e r n  
types: the labor leader, the s t r i k e b r e a k e r ,  and the 
e m a n c i p a t e d  woman.
Ju lie Rodman, A n d r e w ' s  wife, w a nt s  to prove W h a l e n’s
i n n o c e n c e  but she is b l a c k m a i l e d  by Wilkie. He t h r e a t e n s  her
by saying that if she ever tells the truth, he will i n c r i m i n a t e  
W h a l e n  and Andrew.
From then on v i o l e n c e  starts and the w o r k e r s  are 
d e f e a t e d  and fo rc e d  back to work.
A s u b - pl ot  d e v e l o p s  p a r a ll e l to the labor cause: it 
p o r i r i y s  the inner c o n f l i c t s  of the Rodman s, their a n x ie ti es ,  
t he ir i l l u s i o n s  ahd f r u s t r a t i o n s .
this i n t r o d u c e s  a m b i g u i t y  into the play's t re a t m e n t  of a soc ial
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t h e m s .
S i e v e r s  says of the play:
"it f ai l e d  to s a t i s f y  e i t h e r  as labor re la ti on s,  as 
p s y c h o l o g i c a l  a n a l y s i s  or as th ea t r e . "
The two stori es are i n t e r w o v e n  b e c a u s e  Julie Rodman, 
A n d r e w ' s  wife, a l i b e r a t e d  N o r t h e r n  woman, falls in love wit h 
Whal en-  D ut if ul  to his cause, W h a l e n  ref us e s her.
DC ends in c o m p r o m i s e  on both levels: on the soc ia l 
plane, v i o l e n c e  o v e r c o m e s  the w o r k e r s  who p r o m i s e d  to ret ur n 
to the f ac tor y.  In the R o d m a n’s house, the d e c a d e n c e  of his 
i n d u s t r y  p ar al l e l s  the f a m i l y  e c o n o m i c  decay. In the fi nal 
c o n f r o n t a t i o n  scene they must face the truth: t r e a c h e r y  [Julie 
was E l l i c o l t’s lover), es ca pi sm , hatred, fa i l u r e  to love and 
lon eli ne ss .
In spite of be tra y al , hu s b a n d  and wife  mak e a c o m p r o m i s e :  
to stay t o g e t h e r  fa cin g l o n e l i n e s s  and d e s p a i r  for 'all the 
days to c o m e’ (_DC, P* This c o m p r o m i s e  of sta y in g t o g e t h e r
as a s u b s t i t u t e  for love will be p o r t r a y e d  in o t h e r  pl ays w h i c h  
deal wi th  e x i s t e n t i a l  con fl ic ts : Em ily and Al ex  in TSW, or Mr 
and Mrs Gri ggs  in T A g , An n a and Car ri e B e r n i e r s  in T_A.
In the b e g i n n i n g  of the play the h o u s e - s e r v a n t s  d i s c u s s  
the strike. Hannah., the h o u s e - s e r v a n t  q u a r r e l s  wi th  Cora 
R od m a n  about op pr es si on , s ho w in g in the R o d m a n’s h o u s e h o l d  a 
m i c r o c o s m  of the labor ve rs us  ca pi ta l st r i k e  that is h a p p e n i n g  
outside.
Ifi the same way that Mrs F a r r e l l y  in WR traces 
ufif§V§Ureib 1 e c o m p a r i s o n s  b e tw ee n her dead h us b a n d  and her son 
D a v i d , Cdra co n tr a s t s  her b r o t h e r ' s  w e a k n e s s  and u n c e r t a i n t y
with her f a t h e r ' s  s e l f - r e l i a n c e  and l e a d e r s h i p  with the 
workers . Cora  is a spinsterish c a r i c a t u r e  of Re gi na  in TLF. She 
talks b u s i n e s s  wit h Ellicot t,  tr y i ng  to make pr o f i t s  fr om  any 
s i t u a t i o n  r e g a r d l e s s  of her b r o t h e r ' s  f i n a n c i a l  losses. There 
is also a love t r i a n g l e  p a r a l le l in TSW and in D_C : in the 
first the hu s b a n d  de ce iv e s his wife with her best friend, in 
the se con d Ju lie d e c e i v e s  A n d r e w  with his f ri e n d  and p a r t n e r  
El lic ott . In both plays the c h a r a c t e r s  reach a final 
c o n f r o n t a t i o n  w he re  the "hidden s ec ret " is u nv ei l e d  and 
p a r a l l e l s  b e t w e e n  public and p r i v a t e  lives are drawn.
In DC Hiss H ei l m a n  shows mo re  c l e a r l y  c o n t r a d i c t o r y  
p o l i t i c a l  views that she will m a n i f e s t  later in o the r plays: in 
TLF she shows the e x p l o i t a t i o n  of the N e gr oe s  and co mmon w h i t e s  
by the w h i t e  m a s t e r s  in the South. But she seems to j u s t i f y  the 
H u b b a r d’s g re ed  and o p p r e s s i o n  in the name of the ethics of 
pr o g re ss  ad o p t e d  in the S o u t h e r n  R e c o n s t r u c t i o n .
In JDC she in part j u s t i f i e s  c a p i t a l i s m  and e x p l o i t a t i o n  
by p o r t r a y i n g  A n d r e w  Rodman as a p a t e r n a l i s t  f a c t o r y - o w n e r  and 
s h o w i n g  the wo rk er s,  led by Tom Firth, as u n w i l l i n g  reb el s 
a ga ins t t hei r boss.
A l t h o u g h  she s t r e s s e s  some c o n t r a d i c t i o n  in the w o r k e r  ve rs us  
the o p p r e s s o r  con flict, the s t r u g g l e  is always roo ted  in an 
e m o t i o n a l  ground: Tom Firth, a w o r k i n g - c l a s s  leader fi g ht s not 
b e c a u s e  of the f a c t o r y - o w n e r’s opp r e s s i o n ,  but b e ca us e the 
s t r i k e - b r e a k e r s  had kil le d his da ughter.
On the o t he r hand, A n d r e w  Ro dm an  can no t adapt h i m s e l f  to 
the neW s i tu ati on : he cannot ac cep t the e x p l o i t a t i o n  of his 
workgf§ in or de r to c o mp ete  with huge N o r t h e r n  c o n g l o m e r a t e s .  
Like the a r i s t o c r a t i c  Ba g t r y  he refuses' to adapt to a new
37
38
e c o n o m i c  r ea li ty  as a result of his good fa ith (e.g. B ir d i e
i n A P F ) . He also b ec om es  an easy prey for s p e c u l a t o r s  like 
El lic ott , who i n ve st s his m o n e y  in A n d r e w ' s  f a c t o r y  so that 
he can m a n i p u l a t e  the. fa ct o r y ' s  b u s i n e s s  la ter on.
At first, Andrew, like Alex in TS W , acts in "bad faith", 
d e n y i n g  his p e r so na l r e s p o n s i b i l i t y  in the w o r k e r ’s crisis:
A n d r e w  - ”1 d o n ’t care who wins. I can't fit the
pieces to get her . Th at 's  w ha t ' s  h a p p e n i n g
to me. I s u d d e n l y  don't know w he re  my place
in the w h o l e  thing is". (DC, p. 99)
But later on Ju lie rem ind s him of his code of ho nor and in
m o m e n t  of s e l f - r e a l i z a t i o n  he a s su me s his r e s p o n s i b i l i t y  in
the crisis:
J ul ie - "They tal ked  you into it. Why did you let 
them? ... Why di d n' t you stop it?"
An d re w - ... "There are a lot of reasons. The reason.
I tell m y s e l f  is that I c o u l d n’t stop 
a nyt hing. I owe money. A lot of money- I've 
been b o r r o w i n g  it for a long time".
B e c a u s e  he owes m o n e y  to Ell ico tt , he is i n d u c e d  to hire the 
s t r i k e b r e a k e r s  in o r d e r  to g u a r a n t e e  the f a c t o r y’s profits.
C o n t r a s t i n g  to A n d r e w’s w e a k n e s s  and to E l l i co tt  ' s
v i l l a i n y  sta nds  the w o r k i n g - h e r o ,  Leo Whalen, the union-
or g an iz er . He is i n t r o d u c e d  as an " a t t r a c t i v e  man, in a simple, 
clean, u n d i s t i n g u i s h e d  w a y ” (DC, p. 63).
Like Kurt in WR_ he is an i d e a l i s t  of "good will" who 
b e l i e v e s  in the cause he fi ght s for. He comes, to reveal to the 
w§Fk§?§ their p ow er  for doing or undoing: in short for ac t in g 
a g a i n s t  the e x pl oi te rs .
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He is at the same time, i d e a l i s t i c  and pra ct ic al , 
simple, noble and s e l f - r e l i a n t .  But like Kurt, W ha l e n  d i s m i s s e s  
love and c o m p r o m i s e s  his s e nse  of duty towar ds  the worker s.
Julie - "We don't get many  v i s i t o r s  here and b e c a u s e  
you and my hu sb an d. ..  happen to think 
d i f f e r e n t l y ,  is no rea son  we can't eat 
to ge th er ".
Wh a le n - "In my b u s i n e s s  it's a good r e a s o n”. (DC, p. 
84) .
We see his c o m p r o m i s e  ag ain when he re fu se s J u li e' s love: 1
Wha le n. ..  "then y o u ’re a silly rich w o ma n  who
d o e s n ’t know what to do wit h her life and 
who sees the s o l u t i o n  for it in the first 
man she meets and who d o e s n’t stutter: 
sick of your own world, a r e n ’t you, and 
you think I know a no th er ?. ..  I don't like 
that. . . ” (DC, p. 86)
W h a l e n  helps Ju lie  to a c h i e v e  s e l f - k n o w l e d g e  and d oe sn' t a cc e p t  
c o m p r o m i s e s  with the 'status quo' b ec a u s e  he b e l i e v e s  in the 
cause he is f i g h t i n g  for. He has the s e l f - r e l i a n c e  and 
l e a d e r s h i p  l a ck ing  in A n d r e w  and a c o n s c i o u s n e s s  of his duty 
to fight o p p r e s s i o n  w h i ch  both w o r k e r s  and f a c t o r y - o w n e r  lack.
It rea lly  seems an o d d i t y  to us that Wh a l e n  is sure of 
himsel f, d es pi te  the fact that H ei lm an  he r s e l f  is not sure of 
her s o c i o - p o l i t i c a l  i n t e n t io ns . Miss H e i l m a n  w an ts  both c l ea r 
s o l u t i o n s  for the crisis and p s y c h o l o g i c a l  c o m p l e x i t i e s  at the 
same- time«
§fl the O the r hand, this play ov e r t l y  shows a m e l o d r a m a t i c  
i i F U e t U F i : It is füll of s t e r e o t y p e s ,  v i l la in s  are pa ir e d  out 
with  h§F8i§ ; th§ a p p o s i t i o n s  are p oi nt ed  out and v i o l e n c e  
h a p p e n s  as a "deus e x - m a c h i n a "  in the play. As H ei lma n
poi n ts  out:
" m e l o d r a m a  has a f f i n i t i e s  with  p o l i ti cs  b e ca us e
p r a g m a t i c  p o l i ti c s a p p e a r s  as c o m p e t i t i o n  for p ow er
( 9 )b e tw ee n good and e v i l”.
Leo Wh a l e n  is, like John Bagtry, or Kurt, a r o m a n t i c  
hero with an ideal code of ho n o u r  a n d . g o o d  will to fight for 
the o p p r e s s e d ,w h i 1e his c o u n t e r p a r t  Wilkie, is p o r t r a y e d  as 
the a r c h - v i l l a i n  of the play. He is the leader of p r o f e s s i o n a l  
kill ers  hi red as s t r i k e b r e a k e r s  me ant  to p r ov ok e a riot in the 
c o m m un it y.  The s t r i k e b r e a k e r s  are pl a y i n g  cards when a f t e r  
th eir  d i s c u s s i o n  Joe m u r d e r s  flossie. W i l k i e  takes the co r p s e  
out of R o d m a n’s room  and th ro ws  it in front of W h a l e n ' s  door. 
T r a p p e d  by Wilkie, W h a l e n  is a r r e s t e d  on s u s p i c i o n  of this 
murder. Julie was with  Wh a l e n  at that time and tries to tell the 
truth but W i l k i e  b l a c k m a i l s  her
Wi l k i e  - "They us u a l l y  land the men they know in 
ce m e t e r i e s . . .  And that's w he re  y ou ' r e  
g e t t i n g  ready to land Leo Whalen ".
Wi l k i e  - .«."It so und s foolis h, since you and I 
know better, but they might think that 
flossie ca ugh t you t o g e t h e r  and W h a l e n  k il l e d  
him for it. Th at 's  my guess, and I ’ve been 
in the b u s i n e s s  for a long time... I t ’s 
going to look like a sell out, and if he 
gets out all in one piece h e ’s l u c k y . . . "
(D C , p . 112).
J u l i e ’s n a iv et e helps the b l a c k m a i l e r  to a c hi ev e his end: she 
holds back the truth and W h a l e n  is ar rested. When f i n a l l y  Julie 
teli§ thi truth it is too late to pr ev en t violence. F ir th comes 
ifl Sri 8' t§lis AfidfeW about the m u r d e r  of his daughter. M o r a l l y  
Sgf Si tiS , the le ade r of the w o r k e r s  accepts: to stop f i g h t i n g
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and go back to work. So, the .strike, u s u a l l y  a symbol of 
revolt ag ai nst  the o p p r e s s i o n  o-F t h r c a p i t a l i s t i c  sy st e m  
b e c o m e s  i n e f f e c t u a l  here.
W h a l e n ,  s t a n d i n g  as S a r t r e ’s e n g a g e d  hero, tells F ir th  
how d a n g e r o u s  that c o m p r o m i s e  is. D e s p i t e  this the w o r k e r  
ac c e p t s  it:
F ir th - "We d o n ’t care who wins, like you."
W h a l e n  - "You will care. More than I do. For me,
you ' re only one 'of a thousand fights. But you 've 
only got one fight. This one." (DC, p. 121).
In P e n t i m e n t o  Miss H e il ma n j u s t i f i e s  those is s ue s as a p r o p h e t i c  
vi sio n of the la bor m o v e m e n t  in the States:
" Re ad i n g  it then, for a book that i n c l u d e s  all my 
plays, I liked it: it is cr o w d e d  and o v e r w r o u g h t ,  
but it is a good re port of rich li be ra ls  in the 
th irt ies , of a labor l ea d e r  who saw t h r o u g h  them, 
of a mo de rn  lost lady, and has in it a co rr e ct  
p r e d i c t i o n  of how c o n s e r v a t i v e  the A m e r i c a n  la bor  
m o v e m e n t  was to b eco me" . ^  )
By the end of the play Miss H e i l m a n  has used a r e p e a t e d  
te c hni qu e: she relates' her c h a r a c t e r ' s  p r i v a t e  a ff ai rs  w i t h  a 
large s o c i o - e c o n o m i c  and h i s t o r i c a l  context.
In Wf? and T S W , f ai lu r e of love, r a t i o n a l i z a t i o n ,  lack of 
i n v o l v e m e n t  in f a m i l y  life is p a r a l l e l  to t h ei r  a l i e n a t i o n  and 
i n a b i l i t y  to p a r t i c i p a t e  in w o r l d  affairs; D€ also p o r t r a y s  
f a m i l y  t en si on s,  greed, a m b i t i o n  and hate as a p a r a ll el  to the 
c h a r a c t e r s’ i n a b i l i t y  to cope w i t h  the main conflict: l ab or  
strife.
"The g e ne ra l d i s s a t i s f a c t i o n ,  both pr iv ate  and 
social, p o r tr ay s those years b e tw ee n the Civil War
and the First W o r l d  War  when the big i n d u s t r i e s  of 
the North d i v i d e d  the m ar k e t  am on g them  and 
d e s t r o y e d  the s m a l l e r  ones by pr ice cutting. A m e r i c a  
saw her e c o n o m y  c o n t r o l l e d  by a small n um b e r  of huge 
tr usts and c o n g l o m e r a t e s ,  the N o r t h e r n  p a r a p h r a s e  of 
the big p l a n t a t i o n s  of the South, t e n d i n g  to find 
its c en t e r  in i t s e l f  and f i g h t i n g  to, be an 
i n d e p e n d e n t  soc ia l u n i t . " ^
The R od man s are split ap art as t he ir  i n d u s t r y  c o l l a p s e d  in the 
crisis. In t h e ir  final c o n f r o n t a t i o n  they d i s p l a y  p e r s on al  
truth: Cora, like Re gi na  H ub bar d,  hates her b r o t h e r  b e c a u s e  of 
his w e a k n e s s  and s i m p l e - m i n d e d n e s s .  Like E l l i c o t t  and Wilki e,  
she stands as the arc h - vi llain e s s of the play.
Miss H ei lm an  seems both fo r and agai nst  the v i c t m i z e d  
c a p i t a l i s t  in her d e s c r i p t i o n  of A n d r e w  Rodman. It may be that 
his c h a r a c t e r i z a t i o n  is d e l i b e r a t e l y  a m b i g u o u s  to avoid e l e m e n t s  
of m e l o d r a m a  a s s o c i a t e d  w i t h  a d o c t r i n a i r e  all egory.
A l t h o u g h  he has been told by Cora that Ju lie  had 
d e c e i v e d  him wit h E l li co tt ,  he takes her back. In his p e r s o n a l  
as well as in his p ub l i c  life the s o l ut io n for the cr isi s is 
c o m p r o m i s e .
Julie is p o r t r a y e d  as a N o r t h e r n  l i b e r a t e d  woman. As 
A d l e r  poi nts  out, she p l a y s t h e  role of the o u t s i d e r  wife  among 
pe o p l e  who grew up to get he r.
This m o t if  oc cur s a gai n in plays like T L F , APF and TA.
Julie, like A l e x a n d e r  Hazen in TSW is d i v i d e d  b e t w e e n  
her duty to w ar d An d r e w  and pa s s i o n  for her lover. D i s s a t i s f i e d  
w i t h  both, she finds an e s c a p i s t  d r e a m  in t h i n k i n g  about W h a l e n  
and his r o m a n t i c  e n t e r p r i s e  among the wor ke rs .  J ul ie  is 
a t t r a c t e d . t o w a r d s  a d u l t e r y  both with left (Whalen] and right-
w i n g  (Ellicott) ideologies-, w h i c h  shows that she is lost 
e i t h e r  on p o l i t i c a l  or p e r s o n a l  levels.
W h il e the Ro dm an s are e n t a n g l e d  in t h ei r  d o m e s t i c  
crisis, Hannah, like Ad die  or Coralee, c o m m e n t s  on her m a s t e r ’s 
a c ti on s and re f u s e s  to c o o p e r a t e  wi th  o p p r e s s i o n .  She asks
— c o o p e r a t i o n  from- t h e - o t h s r—ser v a n t s  for the- s t r i k e’s fund' and 
robs R o d m a n’s pan t r y  in o rd er  to help the s tr ik e r s  p r o m o t i n g  
social justi ce.
In this play she is the only servant who e f f e c t i v e l y  acts 
ag a i n s t  her m a s t e r’s i n t e re st s.
□ oris V. Falk c o m m e n t s  that the title is qu o t e d  f r o m  the 
" E c c l e s i a s t e s”, w h i c h  is a book c o m m e n t i n g  on labor and reward:
"For there is no r e m e m b r a n c e  of the wise  more  than 
the fool forever; se e in g that w h i c h  in the days to 
come shall -all be f o r go tt en . And how dieth the wi s e 
man? As the fool." ( E c c l e s i a s t e s  2:16).
So Miss H e i l m a n ' s  point of view b e c o m e s  that of a m o r a l i s t ,  
s h o w i n g  that the c h a r a c t e r ' s  lives, on both sides, be co me  
m e a n i n g l e s s  and i n e f f e c t u a l  in t h e i r  -inaction and th eir  
i n a b i l i t y  to f o r e s e e  and p re v en t the d e s t r u c t i o n  of love and 
lif e .
Bl a c k m a i l ,  in this play, has two aspects. First it is 
used as a m e l o d r a m a t i c  device, to vee r the act ion  of the play. 
That is, the s t r i ke r s were al mo st  w i n n i n g  the s t r u g g l e  when 
the s t r i k e b r e a k e r’s crime gi ve s W i l k i e  a reason to blame 
Whalen, the union org an iz er , for the vi ole nc e. A f te r this 
b l ac k m a i l ,  the p ow er shifts to the side of the c a p i t a l i s t s .
B e c a u s e  of bl ac km ai l,  v i o l e n c e  f ol lo ws  and the class 
s t r u g g l e  is r e s o l v e d  by a c o m p r om i se .
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And it is this c o m p r o m i s e  w h i c h  m a n i f e s t s  Miss 
H e i l m a n’s c o n t r a d i c t o r y  p o l i t i c a l  views, and ma kes us u n c e r t a i n  
w h e t h e r  to c l a s s i f y  her as an a c t i v i s t  p l a y w r i g h t  or not.
On the o t h e r  hand, there is a se co nd  su btl e kind of 
bla c km ai l:  it is the use of m o n ey  to buy love w h ic h i m p l i e s  the 
c ha rac te rs'  f ai l u r e  to love.
Cora tells Julie, in the c o n f r o n t a t i o n  scene, that 
A n d r e w  is b a n k r u p t  be c a u s e  he spent his m o n ey  tr yi ng  to win 
h e r . .
Cora - "She's bro ke n you... S h e ’s why you owe m o n e y  
to He nr y and to e v e r y b o d y  else... and how 
her b r o t h e r  had to go to Paris to st udy and 
how she always had to have trips and clothe s,  
and a year in E u r o p e . .. to make her 
h a p p y . . . "  (DC, p. 127].
The same p a tt er n oc cu rs  also in T S W , w h e r e  E mi ly uses 
her wealth and status to c o n q u e r  Alex; or in APF where Ma rc us  
br i be s Re g in a and Re g in a w o u l d  like to b rib e B a g t r y ' s  code of 
honour.
In this play, a l t h o u g h  A n d r e w  has used m o n e y  as a bribe 
for J u l i e ' s  love he sees the i n a d e q u a c y  of it. N e v e r t h e l e s s ,  
they de ci de  to stay t o g e t h e r  for "all the days to come" (DC, 
p. 12 8) f ac i n g  d e s p a i r  and l on e l i n e s s  as a p u n i s h m e n t  for t h e i r  
f a il ur e to love.
In this play, the s o l u t i o n  is co m p r o m i s e ,  w hi ch su m m o n s  
a sense of guilt on both parts, wi fe  and husband, f a c t o r y - o w n e r  
and w o r k e r s .
In this sense, Andrew, feels an i n n e r  sense of g u il t for 
not r e s o l v i n g  p r o p e r l y  his p ri va te  and his b u s i n es s affair s.
The play also i l l u s t r a t e s  the C a l v i n i s t  ic a s s u m p t i o n  
that work  and good deeds are the me ans of g e t t i n g  rich. This 
is p o r t r a y e d  in A n d r e w  R o d m a n’s moral n o b i l i t y  and by the 
fact that the w o r k e r s  do not re al ly  c o n s i d e r  him as an 
e x p lo it er . Thus, c o m p r o m i s e  by both c ap ita l and labor r e l i e v e s  
t h e i r  sense of. i n n e r  guilt and is a way for both c l as se s to 
cope w i t h  t he ir  lives.
It is s u r p r i s i n g  h o w e v e r  to find that even in this play 
of the t h i r t i e s  - the era of H e i l m a n’s po l i t i c a l  i n v o l v e m e n t  - 
we fin d e v i d e n c e  of the a m b i v a l e n c e  to w ar d  p o l i t i c a l  s o l u t i o n s  
that will  grow s t r o n g e r  in her last (post - M c C a r t h y  era) 
plays .
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V
C H A P T E R  I V
THE LI T TL E  FOXES (1939]
The Li ttl e Fo xes is a n a t u r a l i s t i c  play, and its l e i t - m o t i f  is 
bl a c k m a i l ,  a de v ic e used to seize p o w e r  or to e x e r c i s e  p o we r 
over people. The c h a r a c t e r s  react to each o t he r in a v ic ti m-  
v i c t m i z e r  s y n d r o m e  and the plot shows the shift of power from 
one to a n o t h e r  as a c om p le x chess game. In a d e t e r m i n i s t i c  
way, what is an i m p r o v e m e n t  pr oc es s to some c h a r a c t e r s  i m p l i e s  
a pr oc es s of d e g r a d a t i o n  to the others. In the H u b b a r d ' s  
v i e w p o i n t  the b u i l d i n g  of a cotton mill me ans  power, economic status 
etc. On the o t h e r  hand, it. i mp lie s the d e g r a d a t i o n  of an 
a g r a r i a n  or der  with a ge nt eel  code, r e p r e s e n t e d  by Birdie.
In T L F , Re g i n a  H u b b a r d  is m a r r i e d  to H o r a c e  Gi dde ns , a 
rich banker, and O s c a r  to B ir d i e  Bagtry, J o h n ’s cousin. Both 
m a r r i a g e s  are a c o n s e q u e n c e  of the f a m i l y’s fi na n c i a l  i n t e r e s t s .  
The ac tio n be gin s when  Re gi na  and her two br o th er s are do ing  
b u s i n e s s  wi t h a C h i c a g o  tycoon. Wit h his m o ne y they plan to 
b u i l d  co tt on  m i l l s  in Lionnet, the old p l a n t a t i o n  of B i r d i e ’s
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youth. They still nee d H o r a c e ’s co ns ent  to f in a n c e  a part of 
the project. Horace, who is r e c o v e r i n g  fr o m a heart at t ac k 
in a B a l t i m o r e  ho sp it al , is b r o u g h t  home so that R eg i n a  can 
p e r s u a d e  him to cl ose the deal. He r e fu se s to. A fight for 
mo ne y and p o we r  en sue s am ong the Hu bb a r d s .  In a c l i m a t i c  
scene, R e g i n a . l e t s  H or a c e  die by not gi vi n g  him his m e d i c i n e .  
She then takes o v e r  as they now d ep e n d  on her m o ne y and 
b l a c k m a i l s  her b r o t h e r s  (Ben and Oscar) f i n a n c i a l l y .  Her 
vi c t o r y  is only p a r t i a l  howev er.  Her da ug h t e r ,  Ale xa nd ra ,  
r ev olt s and a n n o u n c e s  that she will leave in o rd er  to f ig ht 
pe opl e like the Hub ba r ds .
In TLF c h a r a c t e r s  be h av e as al lie s or aggressors in o r d e r  
to reach a goal: m on ey  and c o n s e q u e n t l y  p ow er in o rd er  to 
submit pe o pl e to t h e i r  will. Bi rd ie  lives in the past and she 
stands for the g en t ee l code. She is a r e p r e s e n t a t i v e  of a 
cu l ti va te d,  g en te el  a r i s t o c r a c y  and she d e m o n s t r a t e s  it in her 
p a t e r n a l i s t i c  b e h a v i o r  t ow ar ds  the Negro.
"And you n e v e r  let a n y b o d y  else shoot, and the 
n i g g e r s  need it so much to keep fro m st arv in g.  It's 
w i c k e d  to s-hoot food just b e c a u s e  you like to shoot, 
wh e n peo ple  need it so-" (TLF, p. 146).
B i r d i e’s b e h a v i o r  t o wa rd s the Negro is c o n t r a s t e d  to O s c a r ’s 
viol ent  t h re at s to them. Bi rd ie  be h a v e s  as a c o m p l a c e n t  
m i s t re ss  who finds not only s e r v i t u d e  but s u pp or t in the 
e x p l o i t e d  class. That is w(-,y she is a t t a c h e d  to Addie.
Bi rdi e st a nd s as a r e p r e s e n t a t i v e  of an o ld er  c u l t u r a l
i nh er i t a n c e .  Her b e h a v i o r  is c o n t r a s t e d  w i t h  O sc ar 's sharp
rema rks  and his r ef usa l not a l l o w i n g  her to show the c l a s s i c  
music a l b u m  to Mr Mar shall.
49
But a c r i t i c i s m  of this old order, w h i c h  Bir di e 
r e p r e s e n t s  is seen in S e n ' s  speech:
"When the w a r  comes th ese  fine g e n t l e m e n  ride off 
and leave the cotton, and the w o me n to rot... Well 
sir, the wa r  ends. Lion net is al mo st  ruined, and 
the sons f in i s h  r u i n i n g  it. And there were 
t h o u s a n d s  like them. Why? B e c a u s e  the S o u t h e r n  
a r i s t o c r a t  can adapt h i m s e l f  to no th ing . Too high- 
tone to tryv"" C T'LF, p. 14 0).
In his sp ee ch  Ben a t t a c k s  S o u t h e r n  a r i s t o c r a t i c  b e h a v i o r  as 
we l l as the " C a v a l i e r  m y t h ” of the South. A c c o r d i n g  to H o r t o n  
and E d w a r d s  by the last q u a r t e r  of the 18th' c e nt ur y
"a few p r o s p e r o u s  f am il i e s ,  with well  - e s t a b l i s h e d  
h o l d i n g s  of a t h o u s a n d  acres or more, held a 
p o s i t i o n  of l e a d e r s h i p  and began to set s t a n d a r d s  
of gent eel  b eh a v i o r .  Most of them  were  of m i d d l e -  
cl ass origin, w h o s e  only c o n n e c t i o n s  with  n o b i l i t y  
d e v e l o p e d  p o s t h u m o u s l y  in the s u b s e q u e n t  S o u t h e r n  
pa s sio n for disc ree tl y m a n i p u l a t e d  g e n e a l o g y  and 
i m a g i n a t i v e l y  c o n t r i v e d  fa m i l y  c r e ' s ts ." ^ ^
As Hor ton  or Cash have p o i n t e d  out there was no rea so n 
for the " C a v a l i e r  m yth " and the d i s c r e d i t i n g  of this le ge nd  is 
o b s e r v e d  in B e n ’s speech. He d i s c r e d i t s  the " ge nt eel  c o d e” 
s h o w i n g  a deep d i c h o t o m y  in the clash be t w e e n  a New and Old 
O r d e r :
"Our g r a n d f a t h e r  and our f a t h e r  l ea r ne d the new 
ways and l ea r n e d  how to ma k e them pay... They  we re  
in trade, H u b b a r d  Sons, M e r c h a n d i s e .  Others,
B i r d i e’s family, for example, looked down on them... 
To m a k e  a long s tor y short, L i on ne t now b e l o n g s  to 
us. T w e n t y  ye ars  ago we took ov er  t h e i r  land, t h e i r  
cotton, and t h e i r  d a ug ht er ".  CTLF, p. 141).
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B en 's sp ee ch  shows that the w a r  that rui ne d the 
S o u t h e r n  a r i s t o c r a c y  b e n e f i t e d  a m i d d l e  class, who, like the 
H u b b a r d s  had a more m e r c e n a r y  o u t l o o k  and were i m p r o v i n g  on 
it. Ben is i r o n i c a l  b e c a u s e  he im p l i e s  not only " i m p r o v i n g  by 
trade" in c o n t r a s t  to the a r i s t o c r a t s  1s la zi ne s s but also 
that the H u b b a r d s  l e ar ne d d i f f e r e n t  ways to ex p l o i t  N e g r o e s  
and and w h i t e  men alike.
In his sp ee ch  Ben is a s t e r e o t y p e  of the S o u t h e r n  b u s i n e s s m a n  
of the R e c o n s t r u c t i o n .  His speech, c o n t r a s t e d  to M a r s h a l l’s, 
shows that the New So ut h wi ll  grow rich and p o w er f ul  in o r d e r  
to gain the Y a n k e e’s r e c o g n i t i o n  of S o u t h e r n  force.
"We d ri nk the last drink for a toast. T h a t ’s to 
p ro ve that the S o u t h e r n e r  is always on his feet for 
the last drink... Well, I say, " So ut he rn  co tt on  
mills will be the Re m b ra nd  t-s of i n v e s t m e n t . "
C T L F , 140) .
Ben is a pa r od y  of a N o r t h e r n  Ty co o n  when he says that the 
S o u t h e r n  p u r p o s e  is not only an e c o n o m i c  but also a c u l t u r a l  
renewal , un i t i n g  R e m b r a n d t  wit h i n v e s t m e n t ,  c ult ur al 
a c h i e v e m e n t  wi th  f i n a n c i a l  in te re st . And the S o u t h e r n  goal in 
the turn to P r o gr es s also i m p l i e s  a c o m p e t i t i v e  p r i n c i p l e  too, 
that the "South is alw ay s on his feet" in r e l a t i o n  to the 
North..
It is a c o n f i r m a t i o n  of the s t a t e m e n t  in the
"News and O b s e r v e r "  of Raleigh, North Car ol ina , in 
10 8 0..
"The South s h o u l d . . . - m a k e  money, build up its w a s t e  
places and t h us fo rce  fro m the North that 
r e c o g n i t i o n  of our w o r t h  and di g n i t y  of c h a r a c t e r  
to w h ic h that peo pl e wi l l always be blind unless
they can see it t hr ou gh  the m e d i u m  of m a t e r i a l . . .
■, , ■„ [ 2 ) s t re ng th .
It seems to me that B e n ’s s t a t e m e n t  im p l i e s  not only S o u t h e r n  
e c o n o m i c  R e c o n s t r u c t i o n  but it i m p l i e s  o b t a i n i n g  the r e c o g n i t i o n  
of this effort by the N o r t h e r n  cultur e,  r e p r e s e n t e d  by Mr 
Ma rs ha ll . This m a c r o c o s m  of f i g h t i n g  for r e g a i n i n g  e c o n o m i c  
p o we r is p o r t r a y e d  in d i f f e r e n t  ways  in the m i c r o c o s m  of the 
H u b b a r d  f am i l y  in T L F .
That is why the H u b b ar ds  are so i n t e r e s t e d  in the co tt on
mill e n t e r p r i s e :  it is a way  to reg ai n r e s p e c t a b i l i t y  fr o m the
com m un it y,  a way to f u lf il l t he ir  i n d i v i d u a l  a s p i r a t i o n s
c o n c e r n i n g  r e s p e c t a b i l i t y  and status, and it is a way to re ga in
N o r t h e r n  a d m i r a t i o n  as well. This a m b i t i o n  is e x p r e s s e d  in
R e g i n a ' s  hopes of going to Chicag o, a l e i t - m o t i f  in this play,
w h ic h r e p r e s e n t s  as Ea tman po ints out, her "a s p i r a t i o n  of
( 3)upw ard  social m o b i l i t y .”
On the o th er  hand, it is c o n t r a s t e d  to the d e g r a d a t i o n  
of an Old order, e x p r e s s e d  in B i r d i e’s e s c a p i s t  speech:
"I s h o u l d  like to have Li o n n e t  back. I know you 
own it now, but I w o u l d  like to see it fixed again, 
the way Mama and Papa had it... We could have 
p ar ti es  for Lan, the wa y Mama used to have for me." 
C.TLF, p . 145) .
B i r d i e  w a nt s to r e s t o r e  the old c u l t u r a l  habits, w hi l e R e g i n a  
w a n t e d  to reach Chicago, a symbol of N o r t h e r n  success. But Ben. 
d i s m i s s e s  B i r d i e’s c o m p l a i n t s  and s y m b o l i c a l l y  i mp lie s that in 
the new- i n d u s t r i a l  South there is no place for an o l de r code 
of beh av ior .
S in ce the first act, Ben, R eg i n a  and O s c ar  start t he ir
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p o we r game with  p ow er  s h i f t i n g  from one hand to a n o t h e r  and 
using any means to re ach th ei r ob j e c t i v e s .  In t h e i r  "foxy 
game", the two b r o t h e r s  urge R e g i n a  to get the third share 
from Horace. Re gi na  a t t e m p t s  to b l a c k m a i l  th e m r e p l y i n g  that 
she will c o n v in c e H o r a c e  if she gets a b i g g e r  share in the deal. 
In o r d e r  to p e r s u a d e  Horace, R e g i n a  will e m o t i o n a l l y  
b l a c k m a i l  him: she will  send A le x a n d r a ,  t h ei r da ugh te r,  with 
a m e s s a g e  i m p l y i n g  he r p e r s o n a l  need  to br ing  H o r a c e  back home:
R e g i n a  - "Tell, yo ur  papa that I want  him to come
home, that I miss him very mu ch ."  (TLF, p. 
153) .
R e g i n a’s speech has du b i o u s  c o n n o t a t i o n s  b e c a u s e  it is as if she 
is i m p l y i n g  her se xua l need for H o r a c e  to get him e m o t i o n a l l y  
in v ol ve d,  p r o m o t i n g  his return. That is why in most of her plays, 
H e i l m a n  i mp lie s sex is a means of b l a c k m a i l i n g  others into 
s u b m i s si on .  Thus s e x u a l i t y  is used as a means of e x e r c i s i n g  
p o w er  over people. La ter  on, Ho r a c e  wil l see that he has been 
d e c e i v e d  and R e g i n a ' s  b e h a v i o r  was only a mask for her real 
purpose: to in ves t her mo ney in the cotton mill bus ine ss .
R eg i n a  plays wit h his sexual drive and his love only for self- 
i n t e r e s t  .
I d i s a g r e e  f r om  A dl er 's  a r g u m e n t  in "The Rose and the 
Fox" whe n he says that unl ik e W il l i a m s ,  Miss H ei lm an  has not 
a c h i e v e d  the s y n t h e s i s  of sex and power. It seems to me 
i n c i p i e n t  in TLF w h e r e  Re g in a uses H o r a c e ' s  se xua l d es i r e  for 
her as a means of e m o t i o n a l  b l a c k m a i l  to p r om ot e his return. In 
o t h e r  plays like TS W , T_A, and A P F , some c h a r a c t e r s  use sex as a 
way of b l a c k m a i l i n g  ot her s into s u b m i s s i o n .
D av id S i e v e r s  c o m m e n t s  about Regina:
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"she has i d e n t i f i e d  h e r s e l f  so c o m p l e t e l y  w i t h  the 
male H u b b a r d s  that she e x p r e s s e s  a hint of
„ C 4 )L e s b i a n i s m  over  the lo vel y w o m en  of C h i c a g o ;
I d o n ’t find this s t a t e m e n t  s u b s t a n t i a t e d  in the play and 
her c u r i o s i t y  about the "lov ely  wo men  in C h i c a g o "  seems a 
na t u r a l  c u r i o s i t y  about the N o r t h e r n  s t a n d a r d s  of b e a u t y  and 
her de s i r e  to fit in the p a t t e r n  by as ki ng  Hr M a r s h a l l  about 
it. Or as Ho lmi n po in ts  out she is s e ek in g a c o m p l i m e n t  fro m 
Mr M a rs ha l l.
Re g in a b l a c k m a i l s  her b r o t h e r s  f i n a n c i a l l y  as kin g more 
than her p ro p e r  one - t hi rd  sh are in o rd er  to p e r s u a d e  Ho r a c e  
to p a r t i c i p a t e  in the deal.
"I sho ul d think that if you knew your mo ney was
very badly needed, well you just mi ght  say, I wan t
more, I want a b i g g e r  share. You boys have done 
t h a t .” (TLF, 149).
R e g i n a  is sh o w i n g  her b r o t h e r s  that she has l ea rn e d 
new way s too: she has l ea rn ed  b l a c k m a i l  in o r de r to get 
r e v e n g e  on Ben, who has i n j u r e d  her e m o t i o n a l l y  and 
f i n a n c i a l l y  years be fo re  (e.g. A P F ). But her b r o th e rs  have 
t h e i r  c o u n t e r p a r t  in b la c k m a i l :  O s ca r agrees to give her a 
huge s ha re  if she a c q u i e s c e s  in gi vi ng  her c on se n t to 
A l e x a n d r a  and Leo's m a rr ia ge . The aspect of i n b r e e d i n g  in the 
H u b b a r d ' s  fa mi ly  is m e n t i o n e d  in Re g in a' s sp eec h s t a t i n g  that 
t h e i r  p ar en ts  were first cousins. It c e r t a i n l y  im pl ie s 
p s y c h o l o g i c a l  i ll nes s in the c h a r a c t e r s  or a sense of de cay  in 
the H u b b a r d  family. And Ben and O sc ar 's  i n s i s t e n c e  on Leo and 
Lan's m a r r i a g e  as a seal to t h e i r  b u s in e ss  deal is the moral 
j u d g e m e n t  of the a u t h o r  e x p l i c i t  in the title of the play.
"Take us the foxes, the little foxes, that spoil 
the vines: for our vi nes have te n d e r  g r a p e s " . ^  ^
It is i m p l i e d  that the ’te n d e r  g r a p e s”, A l e x a n d r a  a n d . L e o  are 
go in g to be s p oi le d by the H u b b a r d ' s  greed.
In Os car  and B i r d i e ' s  m a r r i a g e  we h a v e , a l l e g o r i c a l l y ,  
the Old and the New S o ut h blende d:  m a t e r i a l i s m  and c u lt ur e 
united; and its b y - p r od u ct , Leo, is a sad is tic , feeble, we a k 
and vi o l e n t  element. Leo has not p r e s e r v e d  the old c u l t u r a l  
values and he is not smart e n o u g h  to come to terms with the 
New S o ut h c a p i t a l i s t i c  context. A l t h o u g h  his name has p o s i t i v e  
c o n n o t a t i o n s ,  Leo b eh ave s as a s l o w - w i t t e d  fool. In the first 
act, Ben beats up anima ls for the sake of v i o l e n c e  itself. Miss 
H e i l m a n  uses p h y si ca l v i o l e n c e  (Ben be a t i n g  animals, O s c a r  
s h o o t i n g  birds] for its own sake c o n t r a s t e d . t o  cu lt ura l 
a c c o m p l i s h m e n t  in o t he r c h a r a c t e r s  (A le xa nd ra  and Bi rdi e 
p l a y i n g  the piano]. It is the old m e d i e v a l  du a l i t y  of S o u t h e r n  
Body and Soul, p h y s ic al  v i o l e n c e  and m a t e r i a l i s m  c o n t r a s t e d  to 
i n t e l l e c t u a l  f u l f i l l m e n t  in the d i a l e c t i c s  of an Old O r d e r  
being r e p l a c e d  by a New O r d e r  in this play.
In the se c on d Act the v i c t i m / v i c t i m i z e r  s yn dr o m e  will 
be e m p h a s i z e d  by H o r a c e ' s  a r ri va l and his r ef usa l to 
p a r t i c i p a t e  in the deal. R e g i n a’s e m o t i o n a l  b l a c k m a i l  is 
u n m a s k e d  when  it be co me s c le ar  that they had no sexual i n t i m a c y  
for ten years and Ho r ac e has been d e c e i v e d  b.y her me s sa ge .
... "So that you could inv es t my money? So that is 
why you w an t e d  me home? Well, I had h o p e d . . .” (TLF, 
p. 172] .
H o r a c e ' s  r ef usa l ma kes the b a l a n c e  of p o we r shift to his 
hands. At the same time Leo i n f o r m s  his el der s about the Un ion
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P a c i f i c  bonds in H o r a c e ' s  safe. Ben and O s c a r  de cid e to com mi t 
fraud: to "b o rr ow " H o r a c e ' s  bo nds e x c l u d i n g  Re g in a from t h ei r 
p a r t n e r s h i p .  H o r a c e  Knows about the s t e a l i n g  of the bonds but 
d e ci de s to s i le nc e  as a r ev e ng e on R e g i n a ' s  lack of love.
R e f u s i n g  to react a ga i ns t the H u b b a r d ' s  p r e d a c i t y  
Ho r a c e  f u n c t i o n s  as a d e f i c i e n t  mo ral  agent.
Act III shows that Addie, a Negro servant, is the 
c h a r a c t e r  who r e p r e s e n t s  a m o t h e r l y  f i g u r e  to A l e x an dr a.  That 
is why  Ho r a c e  tr u s t s  her with the g u a r d i a n s h i p  of A l e x a n d r a  
a f t er  his death. She is the one who c r i t i c i z e s  the H u b b a r d ' s  
predacity.. The Hub ba r ds , Ad di e says, are the foxes who b e c a m e  
rich e x p l o i t i n g  the S o u t h e r n  soil and its m i n o r i ti es .
A d di e - "Yeah, they got m i g h t y  w e l l - o f f  c h e a t i n g
niggers. Well, t he re  are pe op le  who eat the 
earth and eat all the peo pl e on it like the 
Bible wi th  the locusts. And o th er pe o pl e 
who stand a r o u n d  and w a tc h them eat it. 
S o m e t i m e s  I think it a i n ’t right to stand 
and w atc h th em  do it." C.TLF, 182].
A d d i e ' s  sp ee ch  is not only a m or al i n d i c t m e n t  ag a i n s t  the 
H u b b a r d ' s  m e t h o d s  but it is again st pe op le  w.ho, like H o r a c e  and 
Birdie, r e p r e s e n t  a mo r e h u m a n i t a r i a n  s o c i e t y  but are ineffectual 
m o ral  agents, who "stand a ro u n d  and w a t c h”, thus f a il in g  to 
fight the d e s p o i l e r s  the earth.
Her sp e e c h  also reveals. Ib.s.en’s. meli-orism p at t er n 
a d o p t e d  in some of Miss H e i l m a n’s, plays, Ho r ac e  has d e c i d e d  to 
reveal to A l e x a n d r a  what is hi dde n taeh.ind the H u b b a r d ' s  nice 
a p p e a r a n c e  in o r d e r  to e n l i g h t e n  A l e x a n d r a .  B.irdie reveals, to 
A l e x a n d r a  that her m a r r i a g e  was; a s e t t l e d  deal for the H u b b a r d s :  
Ben w a n t e d  O s c a r  to m a r r y  her b,ecause of the . cotton p l a n t a t i o n .  
Thus she shows that m a t e r i a l i s t i c  i n t e r e s t s ,  upward social
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m o b i l i t y  r e p l a c e d  love in her m ar r ia ge . In plays like DC, T Ap: 
and TA love will be dealt in t h e . s a m e  way: un i te d to 
m a t e r i a l i s t i c  i nt e r e s t s ,  used as a b u s i n e s s  deal for the sake 
of rank and e c o n o m i c  safety. B i r d i e ' s  h e a d a c h e s  are r e v e a l e d  
to A l e x a n d r a  as a p r e t e n c e  for s o l i t a r y  dr ink in g,  a 
c o m p e n s a t i o n  for her f a i l u r e  to love. A n s w e r i n g  B i r d i e ,
A l e x a n d r a  e xp ose s the split b e t w e e n  a p p e a r a n c e  and r ea li ty:
A l e x a n d r a  - "We sit a r o u n d  and try to pr e t e n d
n o t h i n g ' s  ha ppened. We try to p r e t e n d  we 
are not here. We ma ke  be l i e v e  we are just 
by ou r s e l v e s ,  s o m e p l a c e  else, and it 
d oe sn 't  seem to w o r k . ” (TLF, p. 183)
A l e x a n d r a  i mp lie s that a l i e n a t i o n  from  reality, a l o o f n e s s  and 
e s c a p i s m  are no s o l u t i o n s  for the p r es en t pro bl e ms . B i r d i e ’s 
n o s t a l g i a  for a n o - l o n g e r  e x i s t e n t  past, a m y t h i c a l  
a g r i c u l t u r a l  P a r a d i s e  is no s o l u ti on  for the pr es ent  dilem ma.
It is not an e f f e c t i v e  way to fight a g ai ns t the H u b b a r d’s 
sa va ge  c o m p e t i t i v e  c o n c e p t i o n s  and for a more h u m a n i t a r i a n  
s o c i e t y .
This new s o c i e t y  is r e p r e s e n t e d  by A le x a n d r a ,  who 
p r e s e r v e d  the c u l tu ra l views of an o ld er  g e n e r a t i o n  (e.g. 
p l a y i n g  the piano) and is aware of the evils of i n d u s t r i a l i z a t i o n  
in the present.
In the final c o n f r o n t a t i o n  scene wi t h R e g i n a  she re f u s e s  
to be a " f r i e n d l y  w i t n e s s” to t h ei r r a p a c i t y  and choos es  to 
fight t he ir m e t h o d s  and the c o n s e q u e n c e s  of th eir  e x p l o i t a t i o n .
But it seems a hi g hl y i d e a l i s t i c  goal and may be it is 
d oo m e d  to f a i l u r e  b e c a u s e  in B e n ’s sp eec h we see that the 
H u b b a r d s  are a m i c r o c o s m  of a'nati on:  free e n t e r p r i s e  will
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t r a n s f o r m  A m e r i c a  in a hi g hl y c o m p e t i t i v e  and r a p a c i o u s  
nati on  :
Ben - "The c e n t u r y ' s  turni ng.  The w o rl d is open. 
There are h u n d r e d s  of H u b b a r d s  s it t i n g  in 
rooms like this t h r o u g h o u t  the c o u n t r y . "
(TLF, p . 197 ) .
Be n' s s t a t e m e n t  j u s t i f i e s  R e g i n a’s drive for m o n e y  and 
power, any me ans are valid to reach her goal. What is a c t u a l l y  
e x p l o i t a t i o n ,  greed, b l a c km ai l,  in the p r i v a t e  life of a 
fa m i l y  is f o r e t o l d  by Ben as the d e s t i n y  of a nation.
In Act III, Ho ra c e tells Re gi n a about the s t e a l i n g  of the 
bonds. Re g i n a  tries to d e n o u n c e  th em  but Ho r ac e says that he 
w o n ’t stop th e m as a re v e n g e  on her. R e g i n a  str ik es  back at 
Ho r a c e  r e v e a l i n g  t h a t 'she has used a f a l s e h o o d  ( d o c t o r’s 
p r o h i b i t i o n ]  in o r de r to a v oi d sexual i n t e r c o u r s e  and she 
c o n f e s s e s  that she has only m a r r i e d  him for m a t e r i a l i s t i c  
in t er es ts :
Reg i na  - "I w a s . .. lon ely  for all the thi ng s I 
w a s n ’t go ing  to get... I w a n t e d  the 
w or ld. ..  Papa died and left the m o n e y  to 
Ben and O s c a r . .. I told you I m a r r i e d  you 
for s o m e th in g.  It tu rn e d  out it was only 
for this . ’ (TLF, 188) .
Here Re g in a a c k n o w l e d g e s  her dr i v i n g  des ire  for 
m a t e r i a l i s t i c  i m p r o v e m e n t  to the d e t r i m e n t  of love. This 
c o n t r i b u t e s  to Ho ra c e  heart. She do e s n ' t  give H o r a ce 's  m e d i c i n e  
b o t t l e  and he has a bad heart attack. R e g i n a  prof its  f r o m  this 
r e v e r s a l  of s i t u a t i o n  b l a c k m a i l i n g  her b r o t he rs  into 
s u b m i s s i o n .  She tells them that Ho ra ce  w o u l d n ’t d e n o u n c e  the 
theft of the bonds, but as he w o u l d  die soon she w ant s s e v e n t y -
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five p er c en t in e x c h a n g e  for the bonds. She b l a c k m a i l s  the m 
qu it e openly, b e c a u s e  she knows that the b a l a n c e  of p o w e r  hi as 
s h i f t e d  to her hands again:
Re g i n a  - "If I do n't get what I want I am g o i n g  to 
put all three of you in j a i l ,” (TLF, p.
195 ) .
R e g i n a  uses three a r g u m e n t s  in her black ma il:
1) the bo nds are m i s s i n g  and they  are with Mar sh all ;
2) the c o m m u n i t y  d e s p i s e d  Ben and O s ca r  b e c a u s e  of t h e i r  , 
b u s i n e s s  m e t h o d s  ,■
3) she t h r e a t e n s  them saying that she w o u l d  tell on t h em  to Mr 
M a r s h a l l .
R e g i n a  shows to Ben and O s c a r  that she w o u l d  o bt a i n  
s u pp or t and pity from  the c o m m u n i t y  and fr o m  Mr Ma rsh al l 
[because of her fem a le  a t t r a c t i v e n e s s ]  and so she w ou ld  get 
re v e n g e  on them.
R e c o g n i z i n g  the ex tent of her threat, O sc ar  and Ben give up 
t h e ir  foxy games. Ben as good loser, j u s t i f i e s  it:
Ben - "One 'looses today and wins t o m o r r o w” (TKF, p.
197 ) .
He t h r e a t e n s  R eg i n a  im ply in g, 'maybe, some fu tur e b l a c k m a i l  
with his qu estion:
Ben - "What is a man in a w h e e l c h a i r  doing on a
s ta i r c a s e ?  I ask m y s e l f  that'.” [TLF, p. 198)'
It gi ve s a n " o p e n  end" to the play  b e c a u s e  it is as if th er e 
is a f o r e s h a d o w i n g  of a r e i t e r a t i v e  b l a c k m a i l  process: in the 
fu t u r e  p o w e r  may shift to Ben's hands if he proves R e g i n a  
g u i l t y  of murder.
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Some cri t ic s c l a s s i f y  Miss H e i l m a n’s wo rks as 
’me l o d r a m a "  and " w e l l - m a d e” plays in her use of vi ol enc e, in 
the s h i f t i n g  and s l a c k e n i n g  of t e n s i o n s  in the p ro p e r  pl ace 
and o b e y i n g  the str ict  rules of cause and effect in the plot. 
The a u t h o r  uses the f o l l o w i n g  pattern: a short e x p o s i t i o n ,  a 
part d e d i c a t e d  to m i s u n d e r s t a n d i n g  (e.g. sto le n papers, a 
t r a d i t i o n a l  de v ic e of w e l l - m a d e  plays) and the s o l u t i o n  w h i c h  
in v ol v e s  a c o n f r o n t a t i o n  and a swift de n o u e m o n t .
On t he se  c ha rge s Miss H e i l m a n  replies:
"W a t c h i n g  it at r e h e a s a l s  and tr y in g  to p r e t e n d  it
w a s n ' t  my play,... I used to say to m ys e l f  that TLF
was a me l o d r a m a .  M e l o d r a m a  is an i n t e r e s t i n g  wo r d
be c a u s e  it has come to have a c o r r u p t e d  m od e r n
me a ni ng . It used to be a good word. If you b e l i e v e
as the Greeks did, that rnan is at the m er cy  of the
gods he mi ght  of fe nd  and who will punish him for
the offens e, then you w r i t e  traged y. The end is
i n e v i t a b l e  fro m the b e g i nn i ng . But if you be l i e v e
that man can solve his own p r o b l e m s  and h e ’s at
no b o d y ' s  mercy, then you will  p r o b a b l y  w r it e
m e l o d r a m a .  That is a bad way to w r i t e  if your
s o l u t i o n s  are m e l o d r a m a t i c .  (The v io le n c e  of the
c o m p o n e n t  parts of a play have no t h i n g  to do wi t h
( 6 )the play being a m e l o d r a m a ) . "
We w o u l d  ag ree wi t h her s t a t e m e n t  about m e l o d r a m a  and the 
d e t e r m i n i s t i c  c o n c e p t i o n  of TLF j u s t i f i e s  v i o l e n c e  and makes 
it more than a c on tr i v a n c e .  Thus H o r a c e’s m u r d e r  and 
b l a c k m a i l  are way s the c h a r a c t e r s  use to seize power, and 
th os e mo t i v e s  do not s a c r i f i c e  the 'c aus e- ef fe ct  r e l a t i o n s h i p  
in the plot. On the contrar y,  it seems to me that b l a c k m a i l ,  
w o r k i n g  on the e m o t i o n a l  and f i n a n c i a l  levels is a w a y the 
c h a r a c t e r s  can deal wi th  a de ca den t,  s t a g n a n t  r ea li ty  (inner
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and social) in o r d e r  to ch ang e it in t h ei r own b en ef it  (as 
Re g i n a  does). So it is th r o u g h  b l a c k m a i l  that the H u b b a r d s  are 
the s u r v i v o r s  in the cl ash  b e t w e e n  an a g r a r i a n  past and a 
p r o m i s s i n g  i n d u s t r i a l  fu tu re  in the New South.
C o n c e r n i n g  the ch ar g e of " w e l l -m ad e"  plays I w o u l d  a gr ee  
w i t h  A dl er 's  s ta tem ent :
"There is w e l l - m a d e n e s s  in the c o n s t a n t  s h i f t i n g  of 
forces and in the c o n s t a n t  b u i l d i n g  to the climax 
of R e g i n a’s victory, but the tight and co m ple x 
c o n s t r u c t i o n  i n v o l v e s  no o b vi ou s  t r i c k e r y  and doe's 
not i n t e r f e r e  wi t h hon est  c h a r a c t e r i z a t i o n ,  ho nes t 
m o t i v a t i o n  and ho ne st  i d ea s ."  ^^
And it is H e i l m a n’s honest m o t i v a t i o n  and honest c h a r a c t e r i ­
za ti on  that led her to w r i t e  in P e n t i m e n t o :
"I had me ant  the a u d i e n c e  to r e c o g n i z e  some part of
t h e m s e l v e s  in the m o n e y - d o m i n a t e d  Hu bba rd s,  I had
not m e a n t  peo pl e to think of them  as v i l l ai ns  to
[ 8 ]w h o m  they had no c o n n e c t i o n . "
Miss H e i l m a n  i mp li es  that in T L F , form and c on te nt  are r oo t e d  
in a S o u t h e r n  h i s t o r i c a l  dilemma: the S o u t h e r n  a g r a r i a n  e c o n o m y  
b ein g r e p l a c e d  by a new o r de r with  a m a t e r i a l i s t i c  conce rn . In 
her moral o ut lo ok  the a u t h o r  is ask in g for p e o p l e ' s  e m p a t h y  
wi t h the H u b b a r d ' s  gr eed  and the har m it b r ou gh t to t h e m s e l v e s  
and to the comm uni ty .
And be c a u s e  of its ho nes t c h a ra c t eri z.a t i o n , its ho nes t 
m o t i v a t i o n  and its c r a f t s m a n s h i p  it became, a c c o r d i n g  to 
E d m u n d  Wi ls on  and W a l t e r  Kerr, a cl a s s i c  of the A m e r i c a n  
theater.
In T L F , t he re  are two d i f f e r e n t  kinds of bla ck ma il : 
e m o t i o n a l  bl ac km ai l,  Re gi na  using sex as a form  of p o w e r  to bring
Ho r a c e  back home, and f i n a n c i a l  b l a c k m a i l  s u b m i t t i n g  her 
b r o t h e r s  f i n a n c i a l l y  and as ki ng  for a huge share in the deal. 
H o r a c e ' s  death is a m e l o d r a m a t i c  de v ic e w h ic h ma kes  p ow er  
shift to R e g i n a ' s  hands thus a l l o w i n g  her f i n a n c i a l  
b l a c k m a i l  on her br oth ers .
Re g i n a  also uses Ruth B e n e d i c t  '-s ■ "shariie culture-", p a t t e r n  
in her f i n a n c i a l  bl ac km ai l:  she m e n a c e s  her b r o t h e r s  to o bt a i n  
the c o m m u n i t y’s su pp ort  a g ai ns t  them. As Ben and O s c a r  know 
that the c o m m u n i t y  d e s p i s e  them b e c a u s e  of t h ei r b u s in es s 
m e t h o d s  and feel gu il ty  about it, they su bmi t w i l l i n g l y  to 
bl a c k m a i l .
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C H A P T E R  V
W A T C H  ON THE R H I N E  (1941)
In What is L i t e r a t u r e ?, Jean Paul S ar t r e  says that due to the 
w o r l d  d e p r e s s i o n  and the coming of N a z i s m  the w r it er s in the 
f o rt ie s were  s u d d e n l y  f or c e d  into h i s t o r i c a l  c o n s c i o u s n e s s .  
They had no cho ic e but to pr o d u c e  a l i t e r a t u r e  of h i s t o r i c i t y .  
They wer e faced with h i s t o r i c a l  qu e s t i o n s ,  w h i c h  c o n c e r n e d  not 
only t h e i r  fate but the de s t i n y  of m an ki nd.  And some of them 
chose an answer: ac ti on  by d i s c l os ur e.  That is, the 'engage' 
w r i t e r  w o u l d  re vea l a s i t u a t i o n  to the r e a d e r  in o r de r  to 
ch an ge it. S a r t r e ' s  c on cep t of 'engage me nt'  may be a p p l i e d  to 
Miss H e i l m a n ' s  W a t c h  on the R h i n e .
This play won the New York Drama C r it i cs  Cir cl e A w a r d  
for 1941 and cri t ic s a p p l a u d e d  it as her best play. S in ce  then 
c r i t i c i s m  has been re v i s e d  and it has lost its p re vi o u s  imp ac t 
b e c a u s e  it deals w i t h  a s p e c i f i c  h i s t o r i c a l  moment: U.S.A. 
imminent i n v o l v e m e n t  in W orl d Wa r II.
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W a tc h on the R hin e was w r i t t e n  in 1941 as a call to 
warn the A m e r i c a n  pe op l e  a g a i n s t  the d a n g e r s  of Fascism and an 
a t t e m p t  to show the i n t e r d e p e n d e n c e  of n at i o n s  in their 
c o m m i t m e n t  against that threat.
As L il li a n H e i l m a n  states in P e n t i m e n t o  it is
"a play about nice, liberal A m e r i c a n s  w h o s e  lives 
w o ul d be s ha k e n  up by Eu ro p e a n s ,  by a w o rl d the new 
Fascists had won b e c a u s e  the old va l u e s  had long 
been d e a d .”  ^^  ^
It is set in the late s pr i n g  of 1940 , in the Farrelly’s co u n t r y  
house, o u ts id e W a s h i n g t o n  D.C.. Fa nny  F a r r e l l y  is a bossy 
matriarch who lives remembering and g l o r i f y i n g  her dead husband, a 
le a din g d ip lo m a t  in his own d a y s . 1 In the first act, she is 
a n x i o u s  about the a r ri v al  of her da ug hte r, Sara, who has 
m a r r i e d  Kurt Muller, a Ger man  eng ine er , ag a i n s t  F a n n y’s will. 
F ann y is e n t e r t a i n i n g  a cou pl e of the E u r o p e a n  nob il ity , C o unt  
and C o u n te ss  de Br a n c o v i s .  Count de B r a n c o v i s  stands as a 
r e p r e s e n t a t i v e  of a d e c a d e n t  E u r op ea n a r i s t o c r a c y  and he is a 
Nazi sy mp at hi ze r.
When the Mu l l e r s  arrive there is a " r e c o g n i t i o n  scene" 
b e t w e e n  Kurt and the Count. In the m ea nt im e,  the Farrellys are 
i n f o r m e d  that Kurt has been en g a g e d  for many  years in the 
u n d e r g r o u n d  f ig ht  ag ai ns t  Nazism. He has come to A m e r i c a  in 
o r de r to take $ 23 . 00 0 in cash to help the A n t i - N a z i  m o v e m e n t  
and to leave his f a m i l y  in sa fe t y  with the Fa r rel lys .
"We c o n s i d e r  K u r t ’s bribe to the Nazi guards as a kind 
of b l a c k m a i l  w h i c h  w o u l d  serve a b e n e v o l e n t  end: it w o u ld  
free pe opl e from the Nazi p r i so ns  thus p r o m o t i n g  the w e l f a r e  
of m a n k i n d . "
In a J a m e s i a n  fashio n,  A m e r i c a n s  and E u r o p e a n s  are 
j u x t a p o s e d  in o rd er  to talk about t h ei r d i f f e r i n g  values, and 
A m e r i c a n  ’n a i v e t e’ is c o n t r a s t e d  with E u r o p e a n  s h r e w d ne s s.
In the third act, F a n n y  F a r e l l y  and her son D av id are 
dee p ly  s h o c k e d  when the p e n n i l e s s  R o u m a n i a n  Count b l a c k m a i l s  
Kurt.
Teck de B r a n c o v i s  t h r e a t e n s  to d e n o u n c e  Kurt to the 
Nazi E m b a s s y  unless Kurt gives him $ 10.000. Kurt r e f u s e s  but 
the Farrsllys try to g a t h e r  the m o n e y  in o r d e r  to save Kurt. 
Both, Kurt  and Teck, are left al one  in the room and Kurt 
pr o f i t s  from T e c k ’s i n a t t e n t i o n  to knock him down. Kurt ca r r i e s  
Teck out of the room and shoots him in the garden. A f t e r w a r d s  
Kurt e x p l a i n s  that v i o l e n c e  is t e r r i b l e  an y w a y  but in this case 
in e v i t a b l e .  D e n o u e m e n t  f o l l o w s  in his f a r e w e l l  to his wif e 
and c h i l d r e n  and with F a n n y ' s  r e a l i z a t i o n  that they have been 
" s ha ke n out of m a g n o l i a s "  (DWR, p. 263).
As Jacob A d l e r  po int s out in L i ll ia n He 1 l m a n , WR is a 
"da te d" play be c a u s e  it is lin ke d to the idea of U.S. 
i n v o l v e m e n t  in W o r l d  War  II.
But its s ub je ct  m a t t e r  - Fascis m, c o m m i t m e n t  to a cause,
p e r s o n a l  r e s p o n s i b i l i t y  and the sense that the w o r l d ’s evils
cannot be kept from our homes - is still valid. And it is this
a w a r e n e s s  that will be b r o u g h t  home to the Farrellys in the 
d e v e l o p m e n t  of the play.
In the first act, Fa nny Farrelly and Anise, a French 
se r va nt , are g o s s i p i n g  about Teck de B r a n c o v i s 's debts. This 
i n f o r m a t i o n  is i m p o r t a n t  as a f o r e s h a d o w i n g  of the C o u n t’s 
late r b l a c k m a i l i n g .  It se rv e s  as well to i n t r o d u c e  a J a m e s i a n  
t he me in the play: the m a r r i a g e  of a rich A m e r i c a n  girl to the 
d e c a d e n t  E u r o p e a n  n ob le  and its harsh e ff e ct s on her desti ny.  
S i nc e the firts act, Teck and D a r t h e  seem to have r e a c h e d  the 
end of the road in t h ei r r e l a t i o n s h i p  . In th eir  first
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d i a l o g u e  it is shown that they have no c on ce rn  for each other, 
and they show only b o r e d o m  and t i r e d n e s s  in being to get he r . It 
is t h r o u g h  M a r t h a ' s  words that Teck is p r e s e n t e d  as a g a m b l e r  
and a N a z i - s y m p a t h i z e r .  He q u e s t i o n s  her about the M ü l l e r ' s  
a r ri va l and is p u z z l e d  by the m y s t e r y  that s ur ro u n d s  K ur t ' s  
past. On the other hand, Teck i n s i n u a t e s  that there is a love 
a f f a i r  be t w e e n  Da vid Farrelly and his wife  and wa rns  her not to 
c h er is h any plans t ow ar ds  David b e c a u s e  he w ou ld  spoil them.
In c o n t ra st  to 'th e c o l dn es s and m u t u a l  m i s t r u s t  of the 
B r a n c o v i s  couple, Kurt M ül l e r  fe els  co nc er n  and w ar m t h  t o w a r d s  
his c h i l d r e n  and wife. His c h i l d r e n  love and adm ire  Kurt and 
they d e m o n s t r a t e  it to t he ir  g r a n d m o t h e r :
Bodo: "Did Mama w r i te  that Papa was a gr ea t hero?
He was brave, he was calm"... (W R , p. 264]
Bodo, a boy of nine shows F a nn y that love, s o l i d a r i t y  and 
c o m r a d e s h i p  are more i m p o r t a n t  than w e a l t h  or social status. 
Fanny c o m m e n t s  that her g r a n d c h i l d r e n  are very i n t e l l i g e n t  and 
very m a t u r e  c h i ld re n for t he ir age.
They talk about g e t t i n g  a c h e a p e r  t r a i n - t i c k e t  and t hei r 
c l ot he s de n ot e their e c o n o m i c  s h o r t c o m i n g s .  I n q u i r i n g  ab out his 
past, F a nn y comes to know K u r t ’s u n d e r g r o u n d  a c t i v it ie s.
"It sounds so big: it is so small. I am an A nti - 
Fasci st.  And that d o e s n ' t  pay w e l l .” (WR, p. 222).
He tells F a nn y about the o ri gi ns  of his c o m m i t m e n t  to the An t i - 
Fascist m ov em en t.
"On that day, I see t w e n t y - s e v e n  men m u r d e r e d  in a 
Nazi street fight. I can no t stand by now and w a t c h . "  
(WR, p. 223)
Kurt r e v e a l s  to Fanny that he felt p e r s o n a l l y  r e s p o n s i b l e  for
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these events, and that he had to take sides. In doing so he 
stands as the S a r t r e a n  " e n g a g e d” hero: he has chosen to take 
hold of the h i s t o r i c a l  mo m e n t  in o r de r to ch a ng e it. It is 
th r o u g h  the r e v e l a t i o n  of his i nne r c o n v i c t i o n s  and by a ct i n g  
a c c o r d i n g l y  that Kurt will gain the Farrelly’s respe ct  and 
a d m i r a t i o n .
By the end of the first act, when  the Hüll er s re tir e 
Teck a pp ea rs  and i n s p e c t s  Ku r t' s  luggage. He is p u zz le d  by a 
locked b r i e f c a s e  and by K u r t ’s br oke n hands and the scars on 
his face. Teck g ive s J os e p h  s u p p o s e d  or de r s  fro m Fa nny  to take 
the lugga ge  up sta irs . In his d i a l o g u e  with  darthe, Teck is 
shown as an o p p o r t u n i s t ,  who is e ag er  to trade i n f o r m a t i o n  wit h 
the Na zis not out of p o l i t i c a l  c o n v i c t i o n s  but b ec aus e he 
w an ts  money.
In the se con d act, Teck asks i n f o r m a t i o n  about K u r t ’s 
p o l i t i c a l  c o m m i t m e n t  and is told that he has none. Sara r e p l i e s  
that unless you have true c o n v i c t i o n s  and d ec i d e  to act on 
the m it is n o n s e n s e  d i s c u s s i n g  them. Kurt goes to the piano 
and sings the song that gi ves  the play its name. It is a 
m a r c h i n g  song w h i c h  has been m o d i f i e d  and sung by the Ger man  
s ol di e r s  al li e d  to the R e p u b l i c a n  fo r ce s dur ing  the S p a n i s h  
Civil War and it e x p r e s s e s  d e t e r m i n a t i o n  to fi ght and 
o v e r t h r o w  Fascism.
I n s i n u a t i n g  that he knows about K u r t ’s a c t i v it ie s , Teck 
asks Bodo if his f a t h e r  is an expert e l e c t r i c i a n .  Kurt re p l i e s  
sharply:
- "Count de B r a n c o v i s . Make y ou r q u e s t i o n  to me, 
please. Not to my c h i l d r e n .” (WR, p. 239)
Teck and Kur t' s i n t e r c h a n g e  h e i g h t e n s  the t e ns ion  and p r e p a r e s
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the a u d i e n c e  for the b l a c k m a i l  scene. In the m e a n t i m e  Kurt 
r e c e i v e s  a l o n g - d i s t a n c e  call, and when he comes back, Teck 
says that he knew b e f o r e h a n d  the i n f o r m a t i o n  Kurt has just 
got. In o r de r to start his b l a c k m a i l  process, Teck i n f o r m s  him 
that one of the leaders of the a n t i - N a z i  m o v e m e n t  has been 
cau ght  in G e r m a n y  and that G o t t e r  (Kurt's f i c t i t i o u s  name), is 
also sou gh t by the police.
It is r e m a r k a b l e  that the a u t h o r’s f a v o u r i t e  ’1e i t 
m o t i f’, a hidden secret in s o m e o n e’s past, is always a so u rc e 
for b l a c k m a i l .  On the o t h e r  hand, the b l a c k m a i l e r  is al w ay s 
ai m i n g  at a selfish, i m m e d i a t e  p u rp os e  and using f i n a n c i a l  
r e w a r d s  as a bribe.
Teck... "They could not find a man called Gotter.
I shall be a L o n e l y  man w i t h o u t  Harthe.
I am also a very poor one. I sh ou ld  like to 
have ten t h o u s a n d  d o ll ar s  bef o re  I go.'"
(WR, p. 245)
Teck is cyn ica l about the loss of his wife and asks m o n e y  as a 
c o m p e n s a t i o n  for t h e ir  se pa ra ti on , thus d e m o n s t r a t i n g  that he 
has no o th er m o t i v e s  but f i n a n c i a l  aims for his bl ac k m a i l .  And 
he has ch ose n the right m o m e n t  to mak e his threat: Kurt is 
th ro wn  e m o t i o n a l l y  o f f - b a l a n c e  by the news of his f r i e n d ' s  
a rr e s t  and he knows that he has little cha nc e to es ca pe  now.
In spite of his courage, Kurt is scared: his hands are shakin g.
As c r i ti cs  point out, in this play, Miss H ei lm an  has 
c r e a t e d  more "ro unded" c h a r a c te rs : Kurt is mo re  c o mp le x than 
the c h a r a c t e r s  in the p r e v i o u s  plays. As Miss H e il ma n  st at es  he 
been m o d e l l e d  on Julia, her fr ie n d  who died f i g h t i n g  F a s c i s m  in 
Europe. Kurt has, depth of f e e l i n g  that is shown in his speech:
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Kurt: "I u n d e r s t a n d  that you are not a man of
fears'”. That is st an ge  to me b e ca us e I am a 
man who has so many fear's." (W R , p. 246)
He talks about his fears in spite of being an 
a c k n o w l e d g e d  hero. A l t h o u g h  he is afraid, he ac hi ev e s g r a n d e u r  
for ha vin g the c o u r a g e  to say no to T e c k ’s bl ac km ail , thus 
d e m o n s t r a t i n g  its e f f i c i e n c y  when it tries to subv ert  true 
be l ie fs . Kurt says that the t w e n t y - t h r e e  t h o u s a n d  d o l l a r s  have 
been g a t h e r e d  "from the p en ni es  of the poor  who do not like 
F a s c is m"  (WR, p. 247) and it was i n t e n d e d  to bribe the Nazi 
gu ar ds  and l i b er at e t h ei r p ri s o n e r s .  Kurt will not back down 
th oug h he is t h r e a t e n e d  with' T e c k ’s blac kma il :
"This mo ney  is go ing home with  me. It was not gi ve n 
to me to save my life, and I shall not so use it... 
It goes back with  me. And if it does not get back 
it is b e c au se  I will not get back." (WR, p. 255)
Here there is a contrast between the narrowness of Teck's objectives and the 
validity of Kurt's commitment. "Here we can see that Krt's intended bribe 
end. Like Lavinia’s blackmail it is linked to a good cause: to save people 
from the Nazi prisons. It is opposed to the Count’s blackmail which has only 
an immediate and selfish purpose." Kurt, gains the audience's admiration be­
cause of his solidarity with other people and with their common cause. As 
critics have pointed out, he stands for what Addie and Alexandra have repre­
sented in TLF: personal responsibility to act when there is unjustice.
But the F a r r e l l y s  are e ag er  to ar r a n g e  the mo ney in 
o r de r to get Teck out of K u r t ’s way. Kurt pr et en ds  to as s en t 
to the b l a c k m a i l  but he knows that it is trap p r e p a r e d  by Teck.
"I think you want a visa almost as much as you 
want money. T h e r e f o r e  I c o n c l u d e  you will try for 
the m on ey  here and the visa fro m von S ei tz. " 
t W R , p . 2 5 7 ) .
B l a c k m a i l  w ou ld  work  both ways: Teck b l a c k m a i l s  Kurt for the
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mo ne y and later on he w o ul d  b l a c k m a i l  Von Se itz  for a Visa to 
Europe. K no wi ng  b e f o r e h a n d  Teck's i n t e n t i o n s ,  Kurt at ta ck s 
him and Kno ck s him un co ns c i o u s .  Kurt ca r r i e s  Teck to the 
ga r de n and kills him. Many c r i ti cs  have a r g u e d  that ’vio l e n t  
d e a t h s’ are r e c u r r e n t  m e l o d r a m a t i c  m o t i f s  in Miss H e i l m a n’s 
plays. But here v i o l e n c e  is not g r a t u i t o u s ,  it is not 
m o t i v a t e d  by ’stole n  pa pe rs " but sp r i n g s  fr om  the c h a r a c t e r’s 
c o m m i t m e n t  to a cause.
Or as S ar t r e  points out:
"if it is true that r e c o u r s e  to v i o l e n c e  ag a i n s t  
v i o l e n c e  risks p e r p e t u a t i n g  it, it is also true that 
it is the only means of b r i n g i n g  an end to it."
Sa r tr e a p p r o v e s  v i o l e n c e  only if it p r o m o t e s  the b e t t e r m e n t  of 
the w o r l d  and s i m i l a r l y  He i l m a n  a pp e ar s to give a moral 
s a n ct io n to K u r t ’s murder. Teck de B r s n c o v i s  is able to 
b l a c k m a i l  be c a u s e  he acts in "bad f a i t h”. He d i s s i m u l a t e s  the 
n e c e s s i t y  of c o m m i t m e n t  to a just cause a l l e g i n g  i n v o l v e m e n t  
in p e r so na l a f fa ir s and lack of m o n e y  to j u s t i f y  his a l i e n a t i o n  
fro m the h i s t o r i c a l  process. Thus, he is able to e x pl ore  
K u r t ’s secret G cotnmi tnjen t to the A n t i - N a z i  fight! and 
b l a c k m a i l  him f i n a n c i a l l y .  But c o n t r a s t i n g  to o th er  pl ays (T A g , 
A P F , T L F ) f i n a n c i a l  b l a c k m a i l  is not s u c c e s s f u l  here b e c a u s e  
in the o t h er  plays, gr eed  and r a p a c i t y  i n v o l v e d  both 
b l a c k m a i l e r  and b l a c k m a i l e d ,  and in WR true b el ief s are 
q u e s t i on ed . Kurt is im mu ne  to b l a c k m a i l  b e c a u s e  he is an 
i d e al is t w i l l i n g  to fi ght o p p r e s s i o n  and to die for a ca use  he 
b e l i e v e s  in.
Kurt e x p l a i n s  to the F a r r e l l y s  and to his c h i l d r e n  that 
he c o u l d n’t avo id  v i o l e n c e  w i t h o u t  r i s k i n g  the lives of his
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fel l o w s :
"The w o r ld  is out of shape we said, when there are 
h ungry men. And until it gets in shape, men will 
steal and lie, and - and kill. But for w h a t e v e r  
r eason it is done, and w h o e v e r  does it - you 
u n d e r s t a n d  me - it is all b a d . ” (W_R, p. 25 0 )
Kurt here shows that his e t hi ca l p r i n c i p l e  clash with  
his se nse of duty t o w a r d s  others. He is also di v i d e d  b e t w e e n  
duty and love and he has a l r e a d y  made his stoic choice, the 
ch o ic e that is i m p e r v i o u s  to b l a c km ai l,  s a c r i f i c i n g  his p r i v a t e  
life for the b e t t e r m e n t  of the world.
When Oa vid asks him about his f am i l y  r e s p o n s i b i l i t i e s  
in o r d e r  to d i s c o u r a g e  his re tur n to E ur o p e  Kurt replies:
- "Each co uld have his own 'reason. Some have bu ll et  
holes, some have fear  of the camp... Each could 
find a reason. And ma n y find it. My c h i l d r e n  are 
not the only ch il d r e n  in the world, even to me." 
(WR, p. 250)
Kurt shows that he has not chosen the ea si est  path in his 
c o m m i t m e n t  and he has a s s u m e d  the logical c o n s e q u e n c e s  of his 
b e l i e f s .
On the o t h e r  hand, Fanny F a r r e l l y  is a c h a r a c t e r  who 
c h an ge s her p o l i t i c a l  b el ie fs  due to K u r t ’s example. Fanny, 
who first d e s p i s e d  Kurt, comes to feel a d m i r a t i o n  and 
c o m m i t m e n t  to his cause. When Kurt is b l a c k m a i l e d  by the Count 
F a nn y e x p r e s s e s  naive sur prise:
" I t’s all very s tr an ge to me. I t h ou gh t thi ng s 
were so well run that b r i b e r y  a n d . . .” (WR, p. 257)
G r a d u a l l y  Fanny b e co me s c on sc i o u s  of the d a ng ers  of F a s c i s m  and 
c o n s e q u e n t l y  her b e h a v i o r  changes: she gives m on ey  to the Anti-
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Nazi f i gh t and ag ree s to stand be h i n d  Kurt in his escape, Kurt 
sta te s that by hiding his esc ap e they are a c c o m p l i c e s  in his 
murder. C o m m i t m e n t  to the m u r d e r  is s o m e h o w  a suppo rt to his 
c a u s e .
By the end of the play, Fanny ad mi t s  that they have been 
"s ha ke n out of m a g n o l i a s "  [WR, p. 264] and that having learnt 
her lesson she was p r e p a r e d  to face trouble.
Gr o w i n g  aware of the h i s t o r i c a l  mome nt,  the F a r r e l l y s  
wer e  m o v e d  to take sides and h e l p e d  Kurt in his m i s s i o n  a g a i n s t  
a w o r l d - w i d e  threat.
As cr it ic s have po i n t e d  out, in W R , the a u t h o r  sets a 
m i c r o c o s m  of m a n n e r s  a g a i n s t  the m a c r o c o s m  of w or ld  events. She 
c o n t r a s t s  E u r o pe an  and A m e r i c a n  c h a r a c te rs . TecK de B r a n c o v i s  
is seen as a d i s h o n e s t  o p p o r t u n i s t ,  m o v e d  by p e r so na l rather’ 
than by p o l i t i c a l  interests*, and we w i t n e s s  the d i s r u p t i o n  of his 
f a m i l y  life. On the o t he r hand, the M ül l e r s  are honest people, 
m o ve d by p o l i t i c a l  c o n v i c t i o n  and d i s p l a y i n g  love and w a r m t h  in 
th ei r f a m i l y  life.
And the F a r r e l l y s  are p o r t r a y e d  as c o m p l a c e n t  and 
libe ra l A m e r i c a n s  who b'ecame aw are  of th eir r e s p o n s i b i l i t y  to 
take sides in the w or ld  events. The play is set in a b r o a d e r  
h i s t o r i c a l  context than o t h e r  dramas. It is more  e x p l i c i t y  
R h e t o r i c a l  than o t h er  p l a ys ,t oo , in its i n s i s t e n c e  on the 
c o o p e r a t i o n  of na t i o n s  to f i gh t the co mmon th reat of Fascis m.
In W_R, Miss  H ei l m a n  seems to i l l u s t r a t e  S a r t r e’s 
d e f i n i t i o n  of the w r i t e r’s fu nct io n :
"We must h i s t o r i c i z e  the. r e a d e r’s, good will, that 
is, by the for mal  a ge n c y  of our work, we, must, if 
pos sible, pr o v o k e  his, intention, of t r e a t i n g  men, in
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e ve ry case as an a b s o l u t e  end and by the subje ct  
of our wr iti ng , di r ec t his i n t e n t i o n  upon his 
ne ig hb or s,  that is, upon the o p r e s s e d  of the 
w o rl d. "
H e i l m a n  pr ove s that she is not about to turn her back on 
her age, but that she is in S a r t r e’s terms, en g ag e . She does 
not pr e t e n d  to be a e s t h e t i c a l l y  ab ove her time b e c a u s e  she has 
d i s c o v e r e d  that one only t r a n s c e n d s  time by tak ing  hold of the 
hi s t o r i c a l  m o m e n t  in o r de r to ch ang e it.
It is also i n t e r e s t i n g  to point out that in this play* 
one may be b l a c k m a i l e d  for his v ir tue s ( a n t i - F a s c i s m ) , w h i c h  is 
the o p p o s i t e  p at te rn  of o t h er  plays, (T L F , APF ) , w h e r e a s  one is 
b l a c k m a i l e d  by p ri va te  vices in an o s t e n s i b l y  moral societ y.
F i n a n c i a l  b l a c k m a i l  in W_R also obeys to the g e n er al  
p at te rn  of H e i l m a n’s plays: m a t e r i a l i s t i c  va lue s p re vai l ov er  
ideals and the b l a c k m a i l e r ' s  aim  is to control the s i t u a t i o n  
and get f i n a n c i a l  re wa rd s t h r o u g h  it. In the same way of 
B r a n c o v i s 's b l a c k m a i l  we have Ben's b l a c k m a i l  in APF or 
R e g i n a ' s  f i n a n c i a l  b l a c k m a i l  in T L F .
Like the H u b b a rt) s , Teck de B r a n c o v i s  uses K ur t ' s  hi d de n 
sec ret  (A nt i - N a z i  fight) to co n t r o l  the s i t u a t i o n  and get 
f i n a n c i a l  p ro fit s with it.
But unlike Mar cus  Hubbar d, Kurt do es n' t r ev o lv e ab out an 
i n ne r se ns e of guilt and soc ia l shame before, the c o m mu ni ty , 
b e c a u s e  K u r t ’s secret was to b e l i e v e  and fight for a good 
cause. "We w o u l d  like to po int out also that Kur t' s bribe, like 
L a v i n i a ' s  b l a c km ai l,  has an h u m a n i t a r i a n  purpose. It. d i f f e r s  f ro m 
the g e n e r a l  pa t t e r n  of b l a c k m a i l  in o t he r plays b e c a u s e  is isn't 
c o n c e r n e d  with  s el fi sh  m a t t e r s  but with m a n k i n d  w e l f a r e  (to free 
p e o p l e  fr om  the Nazi pri so ns )" .
So this play p o i n t s  a d i f f e r e n t  d i r e c t i o n . - i t  sh ows that 
one who is w i l l i n g  to s a c r i f i c e  his p e r s o n a l  i n t e r e s t s  for an 
ideal is imm une  to bl ac km ai l-  Kurt, like W h a l e n  in D_C, S a m’ in TSW 
or A l e x a n d r a  in T L F , is an i d e a l i s t  who fig ht s o p p r e s s i o n  and 
with  th eir  e x a m p l e s  s t i m u l a t e  ot h er s t ow ar ds  co mm it me nt .
It also p o r t r a y s  Miss H e i l m a n’s e n g a g e m e n t  b e c a u s e  she 
shows that i n d i v i d u a l s  of good will can fight for the 
b e t t e r m e n t  of the w o r ld  w i t h o u t  being h a m p e r e d  by t hr ea t s to 
t h e i r  p e r s o n a l  lives or by bla ck ma il .
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C H A P T E R  V I
THE S E A R C H I N G  WI ND  (1944)
In TSW L i ll ia n H e il ma n c o n f r o n t s  again the public and the 
p r i v a t e  l i f e .
Jacob A d l e r  points out that in this play
’Miss H ei lm an  shows that the f a i l u r e s  in the main 
ch ara cte rs ' p r i v a t e  lives are p a r a l l e l  to, and 
e x p l a n a t o r y  of, t he ir  f a i l u r e s  in the g r e a t e r  w or ld  
of dip lo ma cy . When the t r i a n g l e  of c h a r a c t e r s  sits 
down with ot her s to talk out and u n d e r s t a n d  b e t t e r  
the ta ngl e of t h e i r  lives, the p a r a l l e l s  are 
u n d e r l i n e d”.
In WR_ when nice lib era l A m e r i c a n s  are c o n f r o n t e d  with  
h i s t o r i c a l  events they are "sha ken  out of the m a g n o l i a s”. In 
TSW those liberal u p pe r  class A m e r i c a n s  are fa ced  with the sa-me 
q u e s t i o n s  in Eur op e but they are u n w i l l i n g  to take n o t i c e  of 
them.
S a r t r e’s s t a t e m e n t  of the p r o b l e m s  of the w r i t e r  in 1947 
c o r r o b o r a t e s  the th es is  of this play:
"We had to peo ple  our books with  minds that were  
half lucid and half o v e r c a s t . . .  and who could 
n e ve r de c id e fr o m w i t h i n  w h e t h e r  the c ha n ge s of 
t he ir c h a r a c t e r s  came f r om  t h ei r  own efforts, fr o m
t he ir own faults, or f r o m  the cou rse  of the
. „ ( 2 ) universe;.
C h a r a c te rs , in this play, are alw ays  u n w i l l i n g  to take 
sides e i t h e r  in pu bl ic  or pr i v a t e  life. T h ei r  i n a c t i o n  takes 
the fo rm  of a p p e a s e m e n t  and c o m p r o m i s e  in love and war.
TSW is di v i d e d  in two acts, each one ha vi ng  t hr ee  scenes. 
Th re e sc en e s  take place in the p re se nt - 1944. Th ree sc e ne s 
take place in the past - 1922, 1923, 1938. F l a s h - b a c k  sc en e s  
are c o n c e r n e d  with p o l i t i c a l  and p er so n a l  c o n f l i c t s  in the 
lives of the ch a ra ct er s,  s h o w i n g  the c o n s e q u e n c e s  of t h e i r  past 
i n a c t i o n  in the present. The main c h a r a c t e r s  form a love 
tr i an gle . Alex Hazen, a di plo ma t,  his w e a l t h y  wife, E mi ly  Ha zen 
and Ca ss ie  Bowman, E m il y' s ex - b e s t  f r i e n d  and rival.
As m i no r c h a r a c t e r s  we have Moses Taney, E m il y' s father, 
a r e t i r e d  liberal n e w s p a p e r m a n  and his g r a n d s o n  Sam, who has 
just come back from the war.
Act One, scene one, is set in the pr es en t time: in the 
H az en House, W a s h i n g t o n  D.C., in a Sp r i n g  ev e n i n g  on 1944.
Moses and Sam Hazen are d i s c u s s i n g  a n e w s p a p e r  a r t i c l e  w r i t t e n  
by Sa m's  father, Alex Hazen. Sa m f i n a l l y  ad mit s that he 
d i s a g r e e s  wit h Alex's v i e w p o i n t s .  H e i l m a n  points out the cl ash 
of g e n e r a t i o n s  as well as of i d e o l o g i c a l  c o n c e p t i o n s .  S a m ’s 
v i e w p o i n t  is that of a soldier, who has e x p e r i e n c e d  w a r  w h il e 
his f a t h e r’s art icl e is that of a d e t a c h e d  o b s e r v e r  w r i t in g,  
as Mo ses  states, in a " d i p l o m a t i c  d o u b l e - t a l k . "  (TSW, p. 272).
Em ily  Ha zen comes into the room and she seems nervous,
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r e s t l e s s  when she a n n o u n c e s  that C a t h e r i n e  B o w m a n ' i s  c om i n g  to 
dinner. N o b o d y  knows why Em ily has i n v i t e d  Ca s si e since the 
two w o me n ha ve n't  sp ok e n to each o t h e r  for t w e n t y - o n e  years. 
Alex Ha zen  is e s p e c i a l l y  p u zz le d by E m i l y’s act. When C a s s i e  
a r ri ve s she r e m e m b e r s  the past e v o k i n g  Rome in 1922, on a 
"famous, fa mo u s  day" (TSW, p. 280).
Sc en e two f la sh es  back to this "famous day" in Rome.
It h ap pen s to be the day that M u s s o l i n i  took ove r the city. 
Moses Ta ne y and his d a u g h t e r  Emily, C a s s i e  and th eir  se r v a n t  
S o p h r o n i a  are on h o li da y in Rome. Alex H az en  is a young 
d i p l o m a t  at the Am eri ca n Em b a s s y  in Rome. When the g u n f i r e  
be gi ns ou t s i d e  Alex comes to t h ei r hotel in o rd er  to take them  
saf el y to the Embass y.  Moses is v e r y ' a n g r y  with the 
a p p e a s e m e n t  p ol i c y  f o l l o w e d  by the I t a l i a n  king and a p p r o v e d  
by the A m e r i c a n  Am b as sa do r.
In the m e a n t i m e  there is a c o n f r o n t a t i o n  b e tw ee n Emily and 
Cassie: the sec on d tells Emily she is e n g a g e d  to Alex. Em ily  
r e pl ie s that she likes Alex too and she t ho ug ht  she w o u l d  
m ar ry him someday. Cassie, b e c a u s e  of e c o n o m i c  need has to 
come back to a teachin'g job in the U.S.. Em ily d ec ide s to stay 
in I ta ly  for a while.
S c en e th ree re t u r n s  to the H a z e n 1s house on the e v e n i n g  
C a s s i e’s dinner. Din ne r has been a trial to the two w o m e n  and 
to A l e x . I t  is a s e a r c h i n g  e ve n i n g  to Sam, who d i d n’t know 
that his p ar en ts had w i t n e s s e d  the rise of F a s c i s m  in Italy. 
Sam  w an ts  to be e n l i g h t e n e d  and they pr o v i d e  him with a 
h i s t o r i c a l  p e r s p e c t i v e  to see the c o n s e q u e n c e s  of past errors 
in the presen t.  Em ily also is in quest: she s e a r c he s for truth 
in her p r i v a t e  life. Ale x t r i e s /  u n s u c c e s s f u l l y  to a p p e a s e  her
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and to p re v e n t  c o n f r o n t a t i o n s .
Act II, sc ene one, takes the a ct i o n  back to Berlin, in 
1923. Alex is w a i t i n g  for E mil y at a r e s t a u r a n t  when a Nazi 
s t r e e t - f i g h t  starts. It is m e a n i n g f u l  that the action takes 
place in hotel rooms or r e s t a u r a n t s ,  w h il e  i m p o r t a n t  ev en ts  
take place ou tsi de , p o i n t i n g  out to the c h a r a c t e r’s up per 
class p r i v i l e g e s  as wel l as to t h e ir  a l o o f n e s s  from  the 
historical proce ss.  Cas si e who is also at the r e s t a u r a n t  asks 
for his po li t i c a l  b e l i e f s  about the p o g r o m  and he is un a bl e 
to answer.
In the next scene, t he re is a f l a s h - b a c k  to a Paris 
hotel, in 1930, some days be f or e the Mu ni c h  pact. Alex, now 
the U.S. A m b a s s a d o r  has to send a re por t to W a s h i n g t o n  
r e l a t i n g  his v i e w p o i n t  on the E u r o p e a n  si tu at io n . But even 
here he is u n w i l l i n g  to take sides. Like Fa nny  F a r r e l l y  (W_R) , 
he is u n w i l l i n g  to b e l i e v e  in v i l l a i n y  even wh en  a Ge rma n 
a m b a s s a d o r  b l a c k m a i l s  him to ac ce pt  H t l e r ’s c o n d i t i on s:  if 
A m e r i c a  d o e s n’t i n t e r f e r e  wh e n the G e rm an s take the S u d e t e n l a n d ,  
H i t l e r  will f igh t the m e n a c e  of R u s s i a  in the Eur op ea n 
con tin ent . Alex d o e s n’t .accept the idea, but after much 
i n d e c i s i o n  he w r i t e s  a re por t f a v o r i n g  a p p e a s e m e n t .  At the 
same time he da tes C as s i e  in o rd er  to res um e their a f f a i r  at 
F o n t a i n e b l e a u .
In the last scene, Cassie ad mi t s  that she tried to 
steal Alex f ro m  Em ily  to get r ev e n g e  on s o m e o n e  who al w a y s  
had b e t t e r  c ha nc es  than herself.
On the o t h e r  hand, Sam r ev eal s that his leg is goi,ng to 
be a m p u t a t e d  the f o l l o w i n g  day. In his "dark night of the
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s o u l” he has d i s c o v e r e d  b i t t e r  truths about his parents.
He blames his p a re nt s  and his g r a n d f a t h e r  for t he ir  
i n ac ti on , for t h e i r  u n w i l l i n g n e s s  to take sides in o r de r to 
pr e v e n t  w o r l d  dis ast er . At the same time he of fer s h i m s e l f  as 
a s c a p e g o a t  for the p o l i t i c a l  e vi ls (Nazism, Fasci sm)  his 
p a re nt s didn't avoid. In the first act, scene one, Sam is 
s u r p r i s e d  by Moses' at t a c k  on his f a t h e r’s a r t i c l e - w h e n  Alex 
H a z en  q u e s t i o n s  Sam ab out his a rti cl e, the sec ond  seems to 
hold the same views d i s p l a y e d  by his g r a n d f a t h e r .  As Sam 
ex p la i n s ,  e x p e r i e n c i n g  the war  d o e s n ’t ma tch  w it h d i p l o m a t i c  
t h e o r i e s  about it. We r e a l i z e  the gap b e t w e e n  s o me on e who 
p a r t i c i p a t e d  a c t i v e l y  in an e n t e r p r i s e  and a n o t h e r  who has 
just o b s e r v e d  it.
Mo ses also p r o v o k e s  Al e x to talk about the "old m u m m i e s” 
who c o m p o s e  the g o v e r n m e n t s  in exile in Europe. Alex a ns we rs:
"Moses, we have to work with what there is to wo r k  with, 
and that d o e s n ' t  mean that you like them  or trust 
t h e m (TSW, p. 278 )
Ca ss ie says that she he ard  the same w o r d s  be fo r e  in 
Rome, 1922, s t a t i n g  that A l e x ’s c o n f o r m i s m  w o u l d n ' t  help the 
b e t t e r m e n t  of f o r e i g n  policy. These w or ds t r i g g e r  the f l a s h ­
back to Rome, in O c t o b e r  1922. Here Moses bl a me s h i m s e l f  for 
his i n a b i l i t y  to fo r e s e e  the b e g i n n i n g  of F a s c i s m  in It aly  in 
o r d e r  to act agai nst  it in his n e w sp ap er . Mo.ses also a c c u s e s  
Alex of s u p p o r t i n g  the t e m p o r i z i n g  pol icy  of A m e r i c a  in this 
crisis, thus s u p p o r t i n g  o p p r e ss io n.
In this scene C a s s i e  tr ies to j u s t i f y  Al ex 's  n o n ­
c o m m i t m e n t  on the gr o u n d s  that th eir  g e n e r a t i o n  was too 
i g n o r a n t  and that they w e r e  too s e l f - c e n t e r e d .
S a r t r e  again echoes this p a r a d o x  of et hic s w h ic h 
p u z z l e d  the w r i t e r  in 1947:
"if I am a b s o r b e d  in t r e a t i n g  a few chosen p e r s o n s
as a b s o l u t e  ends, I shall be led to pass ov e r in
s i l e n c e  the i n j u s t i c e s  of the age, the class
s t r u g g l e  etc... and f i n a l l y  to take a d v a n t a g e  of
( 3 )o p p r e s s i o n  in o r d e r  to do g o o d *”
This is the cent ra l d i l l e m m a  of the c h a r a c t e r s  in this 
play: Ale x knew that as an A m e r i c a n  d i p l o m a t  he had to be 
h i s t o r i c a l l y  s i t u a t e d  at that moment, but a l l e g i n g  i g n o r a n c e  
he st an ds  by w a t c h i n g  and s u p p o r t i n g . ,  ‘ op p r e s s i o n .  A c t i n g  
in "bad f a i t h” is so m e h o w  p r o f i t a b l e  to his c ar e e r  and his 
lack of c o m m i t m e n t  is always a s u pp or t to the ’status q u o ’ .
Once again, the c h a r a c t e r s  fit into S a r t r e ' s  d e f i n i t i o n  
of "bad faith". A c c o r d i n g  to S a r t r e  man is s i t u a t e d  h i s t o r i c a l l y  
by a free ch oic e w it h o u t  ex c u s e s  or aids.
Any who alleges his passions as an excuse, for i n a c ti on  is a man 
of bad faith. He acts in bad f ait h .because he d i s s i m u l a t e s  his 
total f r e e d o m  of c o m p r o m i s e  in a lie. In this play c h a r a c t e r s  
lie to each other, d i s s i m u l a t i n g  the truth about t h e m s e l v e s  
and d e n y i n g  the n e c e s s i t y  of c o m m i t m e n t  a l l e g i n g  i n v o l v e m e n t  
in p e r s o n a l  affairs. Thus, the love t r i a n g l e  is easily 
" b l a c k m a i l e d” by the system, in the sense that they are 
e a s i l y  m a n i p u l a t e d  by the st a tu s quo into s u p p o r t i n g  oppres sio n.  
S a r t r e’s d e f i n i t i o n  also e x p l a i n s  Al ex 's  i n d e c i s i o n  ab out the- 
I t al ia n crisis, the po gr om  and about the i m p e n d i n g  w o r l d  war.
On the o t h er  hand, Sam is p r e s e n t e d  as a yo ung man of 
"good fa ith " b e c a u s e  he u nv eil s to his el der s their d i s g u i s e s  
and he is the one who is not b l a c k m a i l e d  by the sy s t e m  b e c a u s e
he tru sts  s i n c e r e  per so na l re la t i o n s h i p ,  and looks f o r w a r d  
for the f r e e d o m  of mankind.
The w h o l e  t he me  of W_R and TSW goes back to G e n e r a l  
Griggs' idea (in T A g ) of act io n and lack of action, of self- 
i n d u l g e n t  i n d i v i d u a l i s m  as o p p o s e d  to a l t r u i s t i c  c o o p e r a t i o n  
for the p u r p o s e  of a c c o m p l i s h i n g  i n d i v i d u a l  and social 
justice . Alex Hazen, like Cro ss m an , G e ne ra l Gr igg s (T A g ), Mrs 
M o r t a r  (TCH) Cora (DC), Bi rd ie  and Ho ra c e  (TLF) b e l o n g  to Miss 
H e i l m a n’s cast of p as si ve  w at ch er s.  Alex  is af ra i d of 
ta k in g a firm  st and  not only in his p r i v a t e  but also in his 
pu b li c life.
Moses H aze n also states that men turn to pub lic  a f f a i r s  
when they are f r u s t r a t e d  in t h e i r  p ub l i c  lives.
M o s e s . . . " N o w  you take your  father, Alex. He fell in 
love wit h the St at e D e p a r t m e n t  and t h a t ’s 
n o th in g to c lim b into bed wit h on a w i n t r y  
n i g h t . "  (TSW, p . 2 9 5 )
Moses im p l i e s  that the e s t a b l i s h m e n t  p r o v id es  an es cap e for 
f r u s t r a t e d  p e r s o n a l  lives.
Da vid S i e v e r s  po in ts  out that it was
"the t e n d e n c y  of the t h i r t i e s  to view s o c i o ­
p o l i t i c a l  ev ent s with  F r e u d i a n  in s i g h t  into 
m i s p l a c e d  m o ti v es  and s u b s t i t u t i o n s . . .  To ig no r e  
p o w e r f u l  u n d e r c u r r e n t s  e i t h e r  in p o l i t i c s  or in 
e m o t i o n a l  life. Miss H e i l m a n  se ems to say, can only
b r i ng  later d e v a s t a t i o n  upon the socie ty  or the 
( 4 )i n d i v i d u a l . "
Moses' c o m m e n t s  on r a t i o n a l i z a t i o n  in pe rs on al  lives and 
c o n s e q u e n t l y  e s c a p i s m  into p o l i t i c s  seems to s up por t the th esi s 
of an o s t r i c h - l i k e  fo r e i g n  policy.
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Al e x' s b e h a v i o r  c o r r o b o r a t e s  this as s e r t i o n :  he is not 
s e l f - f u l f i l l e d  in his m a r r i a g e  and turns to pu bl ic  life as a 
means to es ca pe  and r e l i e v e  f r u s t r a t i o n .
In p o l i t i c s  as well as in love Alex  fo l l o w s  the 
a p p e a s e m e n t  policy, w h i c h  is r e i t e r a t e d  in the scenes in 
B e r l i n  and later on in Paris.
On the o th er  hand, Moses has r e f u s e d  to act again st  
o p p r e s s i o n  on the g r o u n d s  of his d i s i l l u s i o n m e n t  with p ol i ti cs . 
He gives up his role of i n f o r m i n g  p eo p l e  and i n f l u e n c i n g  
p o l i t i c a l  d e c i s i o n s  th r o u g h  the mass media. Like Moses, his 
b i b l i c a l  c o u n t e r p a r t  he has s e a r c h e d  for a p r o m i s e d  land of 
freedom, but has not led his pe o pl e  there.
In the Pa ris hotel, Alex r e c e i v e s  a German dip lo m at . 
Count Von St am mer , who a t t e mp ts  to b l a c k m a i l  him into a c c e p t i n g  
Hitler’s demands.
Alex tries to j u s t i f y  himself:
"I don't make the po li c y of my country. No one man 
ma kes it, th ank God. And I am an u n i m p o r t a n t  man, 
s e n d i n g  back an u n i m p o r t a n t  r e p o r t .” (TSW, p. 310)
Houwever, lacki ng p o l i t i c a l  i ns ig ht  and w i t h o u t  true b e l i e f s  
to hold on Alex is b l a c k m a i l e d  into s u b m i s s i o n  to the 'status 
quo'. His n a i v e t e  leads him to be i d e o l o g i c a l l y  m a n i p u l a t e d  
by the Count accepting the rules of the game wi th ou t even 
q u e s t i o n i n g i t .
A c c o r d i n g  to Sartre, Alex has acted in "bad faith ",  
b e c a u s e  c o n s i d e r i n g  hi m s e l f  "an u n i m p o r t a n t  man, se nd ing  back 
an u n i m p o r t a n t  re po rt"  (FSW, p. 310), he has lied to h i m s e l f  
s e e k i n g  re fu g e in his i n s e c u r i t y  as an ex cu s e  to deny his
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r e s p o n s i b i l i t y  t ow ar ds  the i m m i ne nt  d e c l a r a t i o n  of war.
As Sa r t r e  e x p l ai ns
"men av oi d an g u i s h  by a v o i d i n g  t h e i r  r e s p o n s i b i l i t y  
t ow ard s o t he r men, t h i n k i n g  that t he ir  p e r so na l 
j u d g e m e n t  i mp ly  only  t h e m s e l v e s  and not only the 
w h o l e  m a n k i n d  /" ^  \
And this r a t i o n a l i z a t i o n  is a d i s g u i s e  for his anguish, a 
ty p ica l a p ol og y for  his ’bad f a i t h ’, a de n ia l of his p e r s o n a l  
r e s p o n s i b i l i t y  to be " e n g a g e”.
This is e vi de nt  in A l e x ’s speech:
Alex - ’What the hell has one man got to do wi t h 
h i s t o r y ?  T h e r e’s s o m e t h i n g  crazy about 
s i t t i n g  here and t h i n k i n g  that what  I says 
make any d i f f e r e n c e .  What do I know? What does 
a n y b o d y  Know?" [TSW, p. 317].
F o l l o w i n g  the "bad f a i t h” pat te rn  Alex uses his i n v o l v e m e n t  
with Ca ssi e to fo rg et  his r e s p o n s i b i l i t y  to be co mm itt ed : be fo r e  
he f i n i s h e s  his re por t about the i m p e n d i n g  wa r  Ca s si e a rr iv es  
and they c om bi ne  to re su me  t he ir love a f f a i r  at F o n t a i n e b l e a u .
He d i s g u i s e s  his a n g u i s h  r e m a r k i n g  that it was a s t r a n g e  day: 
they are once ag ain w o r r i e d  about t h e m s e l v e s  when i m p o r t a n t  
e ve n t s  take place outside.
Moses Hazen and Fanny F a r r e l l y  (WR) b el o n g  to a cl ass of 
pe op le  in A m e r i c a  - the men of good will - who had c l e a r e d  the 
way  for leaders like M u s s o l i n i  and H i t l e r  to take over. Th ei rs  
had been a g e n e r a t i o n  of a p p e a s e r s  very d i f f e r e n t  fr o m that of 
Ku r t and his c h i l d r e n  (WR) in Eu rop e and from that of Sam in 
the U.S.. Sam, Joshua, Kurt and Sara are Miss H e i l m a n’s 
m o u t h p i e c e s .  They c o n f r o n t  life more h e r o i c a l l y  than the others 
and they try to ch an ge  history. T h ei r aggressive e n v i r o n m e n t  has
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made th e m s t r o n g e r  than t h e ir  c o m p l a c e n t  a n c es to rs .
In the last sc ene Miss H e i l m a n  bri ng s all the 
c o n f r o n t a t i o n s  tog eth er : the wom en , the wa r  and the g e n e r a t i o n s .  
Cas si e re ve al s to E mi ly  that she has sto le n Alex from Emily 
as a f o r m  of re v e n g e  for her e c o n o m i c  s h o r t c o m i n g s .  Cas si e 
th i n k s  that it, h a p p e n e d  b e c a u s e  they were f r i v o l o u s  people, an 
a l i e n a t e d  g e n e r a t i o n ,  "who d i d n ’t know what they wer e d o i n g or 
why" (TSW, p. 320). Ca s si e pleads i g n o r a n c e  as a j u s t i f i c a t i o n  
for t h e i r  bad faith.
A n o t h e r  i m p o r t a n t  c o n f r o n t a t i o n  is held b e t w e e n  Sam and 
his el de r s  in the last scene. Sam stands for yo ung  A m e r i c a n  
i d e a l i s m  a g a i n s t  the evils of Fascism.
As Doris Falk po int s out Sam  is one of Miss H e i l m a n’s
( 6 )" s o l d i e r  boys, who has find a p u r p o s e f u l  life in the army."
He has been m o d e l l e d  u n d o u b t e d l y  on Da sh iel  Ha mm e t , who 
is d e s c r i b e d  in H e i l m a n’s m e m o i r s  as H e m i n g w a y ' s  'code h e r o ’: 
in the army he has d i s p l a y e d  courage, e n d u r a n c e  and self- 
s a cr if ic e.
Sam's final r e v e l a t i o n  is a p u n i s h m e n t  for his pa ren ts : 
his w o u n d e d  leg is going to be a m p u t a t e d  the f o l l o w i n g  day.
But he o f f e r s  h i m s e l f  as a s c a p e g o a t  to p re v en t more err or s 
f r o m  his parents.
He finds fault in his g r a n d f a t h e r’s ex cus e "to sit back and 
w a t c h "  [TSW, p. 322) w o r l d  di sa s t e r s ,  as we l l as his f a t h e r ' s  
u n w i l l i n g n e s s  to take si des in w o r l d  affairs. He p r o d u c e s  the 
c l i p p i n g  w h e r e  Em ily  is c o n n e c t e d  with jet set P r o - N a z i  pe op le  
and c o n de mn s her f r i vo li ty . He unv eil s to his pa re nt s the 
b i t t e r  truth: all of th em  have used d i s g u i s e s  and a p o l o g i z e d
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for n o n - c o m m i t m e n t  in the fi ght  for the f r e e d o m  of mankind .
Some c r it ic s find Sam's a s s u m p t i o n s  o v e r w e i g h t e d  and 
his final sp ee ch  too di da cti c. Alan S. D o w n e r  arg ue s that:
"Miss H e i l m a n  was so ca u gh t up in c o n t e m p o r a r y  
is sue s that the s t r u c t u r e  of the dr ama is f a u l t y  
and the im pa ct  weakened."
It seems to me that a l t h o u g h  c r it ic s c l a s si fy  the s t r u c t u r e  of 
the pla y d i f f i c u l t  to f o l l o w  due to n u m e ro u s set ch a n g e s  and 
the use of f l a s h - b a c k ,  Miss H e i l m a n  d oe sn 't  use m e l o d r a m a t i c  
de v i c e s  and she a b a nd on s for once  her w e l l - m a d e  play s t r u c t u r e .
On the o t he r  hand, the use of f l a s h - b a c k  t e c h n i q u e  
seems i n t r i n s i c a l l y  a d a p t e d  to the c o n t r a s t  of past and pr e s e n t  
and h en ce to the b l a c k m a i l  theme.
B e c a u s e  in d i f f e r e n t  h i s t o r i c a l  s i t u a t i o n s  (Italy.
B e r l i n  and Paris] c h a r a c t e r s  act in bad faith, d e n y i n g  t h e i r  
p e r s o n a l  r e s p o n s i b i l i t y  in h i s t o r y  and thus be ing  ea si ly  
" b l a c k m a i l e d "  by the s y s t e m  (in the sense that they are 
m a n i p u l a t e d  by the c i r c u m s t a n c e s )  to s up po rt  Fascism, the 
p o g r o m  and W or ld  W a r  II.
Miss H e i l m a n  bu i ld s  up c o n f l i c t  th r o u g h  p a r a l l e l s  in the 
i n n e r  and pu bli c lives of the c h a r a c t e r s  ra t h e r  than by plot 
c o n t r i v a n c e s  (e.g. sto le n papers).
As Lo re na  Ho lm i n  po int s out, H e i l m a n  do es n' t p o r t r a y  
s t e r e o t y p e s  be c a u s e  there are no real vi ll ai ns  or he r oe s 
r e p r e s e n t i n g  the fo rce s of good  and' evil. Even Count Von 
St a mm er , who m igh t be c o n s i d e r e d  a v il la in  is a w i tt y and 
i n t e l l i g e n t  diplomat.
Many cr it ic s argue that the p a r a l l e l s  be tw e en  the
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i r r e s o l u t i o n  of the c h a r a c te rs ' p r i v a t e  lives and th eir 
i r r e s o l u t i o n  in d e a l i n g  with  w o r l d  af f a i r s  is o v e r e m p h a s i z e d .
S t a rk  Young c o n s i d e r e d  that the play "is far more  w i nd y than
. . „ (8 ) se a rc hi ng .
Miss H e i l m a n  c o n s i d e r s  it one of her p o l i t i c a l  plays:
"The n e a r e s t  thing to a p o l i t i c a l  play was TS W ...
But even th ere I m ea nt  only to w r i t e  about nice,
w e l l - b o r n  pe o pl e who, wit h good in t e n t i o n s ,  h e l p e d
( 9 )to sell out a w o r l d .”
But the play was a c c l a i m e d  for its in q u i r y  into the 
mo ral roots of the s l a u g h t e r  that was ta k in g place in Europe.
He i l m a n  d e c l a r e d  that the title was a q u o t a t i o n  f r o m  her 
black h o u s e k e e p e r ,  Helen:
" - It takes a s e a r c h i n g  w i n d  to find the tree you
. . • „ (1 0 )sit in.
Wh il e in o t h e r  plays, like APF and T L F , b l a c k m a i l  is an 
i n t e g r a t e d  theme, b e ca us e it i n v o l v e s  a "hidden s e c r e t” in the 
past that one c h a r a c t e r  uses to m a n i p u l a t e  a n o t h e r  in an 
a t m o s p h e r e  of social fear or p re ss ur e,  in this play it b e c o m e s  
d i f f u s e  and a p p e a r s  only as a m i n o r  f or m of blac km ail : E mi l y 
uses her m o n e y  and social p o s i t i o n  as a b ri be  to' buy Al ex 's  
lo ve .
In o t h e r  plays this m i n o r  fo r m of b l a c k m a i l  is used  by 
c h a r a c t e r s  like Nina De ner y (TAg), C ar r i e  B e r n i e r s  (TA),
A n d r e w  Ro dm an  (££) and Ma rcu s H u b b a r d  (A PF ) . They use m o n e y  as 
a bribe to s e c u r e  s o m e o n e ' s  a f f e c t i o n  w h i c h  impli es t h e i r  lack 
of s e l f - c o n f i d e n c e  and t he ir  f a i l u r e  to love.
Like in DC, b e t ra ya l and lack of love are r e s o l v e d  in 
co mp ro mi se : c h a r a c t e r s  stay t o g e t h e r  in s pi te  of their lack of
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l o v e - f o r  each other.
In her e n g a g e d  plays, Miss H e i l m a n  p o r t r a y s  c h a r a c t e r s  
of 'good faith' like W h a l e n  (D_C ] , Kurt (WR_) and Sam, wh o are 
not b l a c k m a i l - a b l e  b e c a u s e  they are i d e a l i s t s  who fi ght for a 
good c a u s e . C o n t r a s t i n g  to them, we have the R o dm a ns  (D C ), 
the B r a n c o v i s  and Moses, Emily, Ca s si e and Alex ( T S W ) ,
who d o n ’t move b e y o n d  bad f ai th  and are eas il y " b l a c k m a i l e d "  
by the system. As an e x a m p l e  we have Alex, who has been 
m a n i p u l a t e d  by Count Von S t a m m e r  int o a c c e p t i n g  c o m p r o m i s e s ,  
w h i c h  will p ro mo te  W o r l d  W ar  II. And s u p p o r t i n g  
op p r e s s i o n ,  he m a i n t a i n s  his p o s i t i o n  and his c ar e e r  in the 
p o w e r  system.
Thus, he is, in S a r t r e ’s a s s u m p ti o n,  the a n t i t h e s i s  of 
a free man: he ac ted  in bad faith r e f u s i n g  to face c o m m i t m e n t  
and f i n d i n g  as an a p o l o g y  his i n v o l v e m e n t  in p e r s on al  ma tt er s.  
He has left be hi nd  many  u n f u l f i l l e d  p o s s i b i l i t i e s  for the 
b e t t e r m e n t  of mankind .
On the o t h er  hand, Sam is d e s c r i b e d  as a youth of good 
faith b e c a u s e  he d i s c o v e r e d  that to be free he had to fight 
for the f r e e d o m  of ma n ki nd . Be in g c o m m i t t e d  to a cause he 
fi g ht s in the w ar  and en d u r e s  its c o n s e q u e n c e s .
He f u l f i l l s  the role of the S a r t r e a n  e n g a g e d  hero and 
un v e i l s  the truth of t h e i r  bad faith to his elders. By the end 
of this s e a r c h i n g  e v e n i n g  they came out b i t t e r  but e n l i g h t e n e d .
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C H A P T E R  V I I
A N O T H E R  PART OF THE FO R E S T  C.1946 )
Li l l i a n  H ei lm a n d e c l a r e s  in P e n t i m e n t o  that she had 
i n t e n d e d  to w r i t e  a t r i l o g y  of plays about the H u b b a r d s  and so 
she s t e p p e d  one g e n e r a t i o n  back, tr y in g to make cl ear why she 
had w r i t t e n  TLF as a Kind of satire. She points out in an 
i n t e r v i e w  to John P h i l l i p s  and Anne Ho 1 lander that apart from  
i d e n t i f i c a t i o n  of the H u b b a r d s  wit h her m o t h e r ' s  family, she 
got t ir ed  of the p eo p l e  in T L F , i m p l y i n g  that she w o u l d n’t 
w r i t e  tfie th ird  play.
The play br i n g s  us back to the H u b b a r d  f am i l y  dealt 
wi t h in T L F . It takes place in the year of 1890, tw e nt y years 
p r e v i o u s  to the action of T L F . In a small A l a b a m a  town we find 
the H u b b a r d  clan a l re ad y c o m p e t i n g  to seize power. Re g i n a  
Hub b ar d,  at twenty, is cu n nin g and selfish. She is in love 
wi t h John Bagtry, B i r d i e ' s  cousin, a d r e a m e r  who w an ts  to fight 
in c h i l v a r i c  en t er p r i s e s .
Re g in a plans to m a r ry  him and go to Chicago. Lavini.a, 
R e g i n a ' s  mother, is driven to the brink of i n s a n i t y  by the
c r u e l t y  of her husband, the r u t h l e s s  b u s i n e s s m a n  Marcus 
Hubba rd .
Bi r d i e  B a g t r y  ap p e a l s  to Ben H u b b a r d  for a loan of
5.000 d o l l a r s  on her fa m i l y  p l a n t a t i o n  Lionnet. Ben ch eat s 
her p r o m i s i n g  10.000 d o l l a r s  f r o m  his father, a s s u r i n g  her 
that he will keep 5.000 of it w a i t i n g  for her. Oscar, B e n ’s 
brother, is a c c u s e d  of being a m e m b e r  on a K 1u - K 1u x -K 1an g r ou p  
that has a t t a c k e d  and w o u n d e d  a man.
O s c a r  w an ts  to m a rr y Lau ret te , a town p r o s t it u te , who 
vi sit s the H u b b a r d s  wi t h the Bagtry s, gets dr un k and i n s u l t s  
Marcus. She is one of the c h a r a c t e r s  who im ply that Ma r c u s  has 
c o m m i t t e d  a crime that has tu r ne d the w h ol e  c o m m u n i t y  a g a i n s t  
him. Ma r c u s  is e n r a g e d  with Ben and O s c a r ' s  fr aud s and o rd e r s  
his two sons out of the house. M ar c u s  c h e r i s h e s  an e x a g g e r a t e d  
a f f e c t i o n  by Re g in a w h i c h  a c q u i r e s  i n c e s t u o u s  o v e r t o n e s  
t h r o u g h o u t  the play. L av in ia  has d e v e l o p e d  a r e l i g i o u s  m an ia  
in o rd er  to e x p i a t e  M a r c u s’s s i n’. In Act III she r e ve al s to 
Ben M a r c u s’s crime: she shows the Bi bl e w h i c h  c o n t a in s the 
w r i t t e n  e v i d e n c e  of M a r c u s’s s a l t - r u n n i n g  e x p e d i t i o n  w h i c h  led 
i n a d v e r t e n t l y  to the s l a u g h t e r  of y oun g S o u t h e r n  s o l d i e r s  by 
the Un ion troops. Ben uses this i n f o r m a t i o n  a g ai ns t his f a t h e r  
b l a c k m a i l i n g  Ma r c u s  f i n a n c i a l l y  and g a i n i n g  the cont rol  ov e r 
the H u b b a r d ' s  fortun e.  L a vi n ia  o b t a i n s  her f r e e d o m  to go away 
and f o und  her m i s s i o n - s c h o o l .
R e g i n a  and O s ca r are a b a n d o n e d  b.y th.ei.r lovers. Ben 
or der s Regina to -marry Ho ra c e G id den s and O sc ar  to m ar ry  
Bi r d i e  Bagtry. By the end of the play O s c a r  and Re gi n a  are
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al li ed  to Ben. the new le a de r of the H u b b a r d  chan.
The title of this play is a c o mm en t on the e n v i r o n m e n t  
( p o s t -c iv il  War South) w hi ch  h i s t o r i c a l l y  s e e n , w i l l  be 
b e n e f i c i e n t  to the b r e e d i n g  of the "litt le  f o x e s”. As the 
p l a y w r i g h t  comments, all her plays p o r t r a y e d  her vision of 
c o n t e m p o r a r y  society:
”1 don't like labels and isms... You w ri te  as you
r i )w r it e in your time, as you see the world ."
A l t h o u g h  c ri tic s d i v e r g e  in t h ei r i n t e r p r e t a t i o n  of the ti tle 
of the play, I w o ul d argue that it is d i r e c t l y  r e l a t e d  to TLF 
in its d e t e r m i n i s t i c  c o n c e pt io n:  the e n v i r o n m e n t  is r ead y to 
br eed the "little f o x e s” who will learn the lesson fr om  t h ei r  
elders,, in " a n ot he r part of the forest ", k n o w i n g  how to cheat, 
s wi nd le  and b l a c k m a i l  the ot h er s and c o r r u p t i n g  the Old S o ut h 
with  c a p i t a l i s t i c ,  c o m m e r c i a l  values.
In APF we have d i f f e r e n t  types of b l a c k m a i l :  R e g i n a ’s 
em o t i o n a l  b l a c k m a i l  of her father, Ma rcu s H u b b a r d  and t o wa rd s  
her lover John Bagtry, (she a t t e m p t s  to use m on ey  as a 
s u b s t i t u t e  for love); B e n ’s f i n a n c i a l  b l a c k m a i l  of his f a t h e r  
in o rd er  to seize po wer  and L a v i n i a’s b l a c k m a i l  of Ma rc us  
H u b b a r d  to buy her freedo m.  For many  years Mar cu s had 
b l a c k m a i l e d  L av i n i a  into s u b m i s s i o n  t h r e a t e n i n g  to put tier in 
an a s y l u m  becau se,  as he says, she was m e n t a l l y  insane.
As S i e v e r s  po int s out in h.is book, F r eu d  on Br oa d w a y :  ■
..."Miss H e i l m a n  digs d e e p e r  into the b a c k g r o u n d  of
her sa dis ti c, p r e d a t o r y  S o u t h e r n  fam il y and he
( 2 )sh ows the p s y c h o d y n a m i c s  m o t i v a t i n g  the Hubbards."
In this play th er e is a love t r i a n g l e  w h i c h  follo ws the E l e c t r a
pa tt ern : Lavinia, Ma rcu s and t h ei r d a u g h t e r  Regina. And this 
t r i a n g l e  is r e v e r s e d  in R e g i n a ' s  love a ff a i r  wit h John 
Bag tr y, a r e p r e s e n t a t i v e  of the S o u t h e r n  C a v a l i e r  myth, in 
w h i c h  M a r c u s ' s  j e a l o u s y  plays a part.
In the first act O s c a r  d i s m i s s e s  L a v i n i a 's m o r n i n g  
g r e e t i n g  w h i le  he tre at s R e g i n a  a f f e c t i o n a t e l y .  Regina 
m a n i p u l a t e s  c u n n i n g l y  his i n c e s t u o u s  r e l a t i o n s h i p  for her: she 
su b m i t s  Ma r cu s to her will and uses him to buy e x p e n s i v e  
cl o t h e s  fr om  Chicago. B ein g a f f e c t i o n a t e  t o wa rd s Mar cu s she, 
e x p e c t s  to ob tai n his c on se nt  and m o n e y  to m a r r y  John Bagtry:
Re gina - "Come on, darling. L e t ’s take our lunch and go 
on a picnic, just you and me. We h a v e n’t done 
that in a long time.
Ma rcu s - IMo, not for a long time. (To Ben]. S o m e t h i n g  
affluses you?
B e n -  Yes, you and Re gi na . " (APF, 340)
R e g i n a  b l a c k m a i l s  M a r c u s  e m o t i o n a l l y  and m a n i p u l a t e s  his 
i n c e s t u o u s  f e e l i n g s  for her in o r de r to re ach  her ends. Ben is 
aw ar e and ir on i ca l about this "s tr ang e"  a t t a c h m e n t  be t w e e n  
f a t h e r  and dau ghter.
Th er e are o the r pl ays  by Miss H e i l m a n  w h i c h  p r e se nt s i n c e s t u o u s  
o v e r t o n e s  such as TAg and T_A. C h a r a c t e r s  like Carrie B e r n i e r s  
(T A ) or Mrs Ellis C.T Ag 1 use th eir i n c e s t u o u s  f e e l i n g s  and t h e i r  
m o n e y  to se cure s o m e o n e’s af fe ct io n.  T h e i r  use of m o n e y  as a 
b r ib e is a m i n o r  fo rm  of b l a c k m a i l  and i m pl ie s t hei r f a i l u r e  ' 
t o 1 o v e .
R e g i n a  is s e l f - c o n s c i o u s  about her p o w e r  to m a n i p u l a t e  
Mar cus  a c c o r d i n g  her desires:
"You sh o ul d have f i g u r e d  out -long ago that P a p a ’s 
going to do just w h a t e v e r  you tell him not to do
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unless I tell him to do it." (APF, p. 341)
De s p i t e  her po we r to use her f em a l e  a t t r a c t i v e n e s s  to
b l a c k m a i l  Ma rc us  e m o t i o n a l l y ,  she is w a r n e d  by Ben ab out M a r c u s ' s
j e a l o u s y
"Papa d i d n’t just get mad about you and Ho ra c e  
Giddens. Papa got mad about you, and any man, or any 
place that ain't ne ar  him. I w o u l d n ' t  like to be in 
this house, for ex am ple , the day he ever hears about 
you and Ba gt r y  . " (APF, p. 342)
M a r c u s’s b e h a v i o r  to w a r d s  his sons and wife is the 
r e v e r s a l  of his t r e a t m e n t  of Regina. He is very hard on his 
sons, Ben and O s ca r and on his wif e Lavinia. There is no 
c o m m u n i c a t i o n  b et we en the m a r r i e d  couple. Mar cu s do e s n ' t  even 
listen to L a v i n i a ' s  plea for a b i r t h d a y  present: to go away and 
build up a school for N eg ro es  at Alt al oo sa .
In the same way, Ma r c u s  d e s p i s e s  and h u m i l i a t e s  his sons. 
When Co l o n e l  Is ham ar r i v e s  to tell Mar cu s  that Oscar, his 
y o u n g e r  son, was with  a K l u - K l u x - K l a n  gr oup  who had b e a t e n  a 
man Ma r c u s  buys the C o l o n e l’s si l e n c e  with a large bribe. At 
the same time Mar cus  h u m i l i a t e s  Os car  in fr ont of e v e ry bo dy .
L a ter  on Marcus says to O s ca r that the mo ney  he has paid to 
Col. I s ha m is going to be taken out of O s c a r’s salary. That is 
a subtle kind of  blackmail: he uses m o ne y to e x e r c i s e  p ow er over  his 
sons, s u b m i t t i n g  them  to his will and d i s p l a y i n g  no re s p e c t  for 
th ei r opi ni o ns .
S i e v e r s  points out that there is a h o s t i l i t y  in O s c a r  
and Ben towar ds  Marcus:
"Oscar and Ben f oun d it n e c e s s a r y  in the o t he r  play 
to r el ea se  t he ir  O e d i p a l l y  e n g e n d e r e d  h o s t i l i t y  on 
w h o m e v e r  they could find as s u b s t i t u t e s  for t he ir
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a u t o c r a t  fathers'. "
As a c o n s e q u e n c e ,  we will see in T L F , the d e s t r u c t i v e  
r e l a t i o n s h i p  b e t w e e n  Bi r di e and Oscar, m o d e l l e d  on his f a t h e r ’s 
b e h a v i o r  t o w a r d s  Lavinia. It is still m a n i f e s t e d  on B e n ’s 
a t t e m p t s  to seize m o ne y and c o n s e q u e n t l y  p owe r as a r e ve ng e on 
his a u t o c r a t i c  father.
A n o t h e r  way for Ben to be r e v e n g e d  on Marcus, is B e n ’s 
r e v e l a t i o n  of R e g i n a’s u n f a i t h f u l n e s s  t ow ard s the end of the 
play:
Ben - " Y o u’re a sc a nda l in this town. P a p a’s the
only per so n di dn ' t  know y o u ’ve been s l e e p i n g  
with the w a r r i o r”... (APF, p. 400)
M a rc us , who has been f i n a n c i a l l y  b l a c k m a i l e d  by Ben, is 
dee pl y hurt by the r e v e l a t i o n  of R e g i n a ' s  treason. Thus he 
r e c o g n i z e s  his f a i l u r e  in- b l a c k m a i l i n g  Re gi na  e m o t i o n a l l y ,  
b r i b i n g  her with m one y to buy her love. On the ot he r hand, 
R e g i n a  b e h a v e s  in the same way  to wa rds  her lover. She w ant s to 
b l a c k m a i l  John B a g t r y  wi th  m on ey  so that f o r g e t t i n g  his 
"C a v a l i e r "  i d e o l o g y  he can get m a r r i e d  to her.
But Re g i n a  is d i s a p p o i n t e d  when  Ba gt r y  ref use s her
p r o p o s a l  to get m a r r i e d  and e lo pe  to Chicag o.  Once more
e m o t i o n a l  and f i n a n c i a l  b l a c k m a i l  fa ils as an att e mp t to buy 
love.
R e g i n a  - "I'm going to Chicag o, and a m ont h later
yo u 'r e co m in g and we 'll  get m a r r i e d . "
John - (.gently). .."Now, yo u'r e joking. D o n ’t talk 
silly honey." (APF, p. 368)
R e g i n a  has to face her f a i l u r e  to buy B a g t r y ' s  love wh en  at 
the end, he a b a n d o n s  her to fight for his ideal in Brazil.
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N e v e r t h e l e s s ,  she tries to c o n v i n c e  Ma rc us  not to mak e a loan
on Lionn et,  so that B ag t r y  cann ot  go abroad. By the end Ben
makes the loan on Lionne t, d i s m a n t l i n g  her plans of fu tur e 
h a p p i n e s s .
Whe n Ben un v eil s to Ma rc us  her se c re t  lo ve - af fa ir ,
R e g i n a  still tries to get Mar cu s e m o t i o n a l l y  i n v o l v e d  in o r d e r  
to ac h i e v e  her purpose:
R egi na - " T h e r e’ll alw ays  be you and me - (Puts her 
hand on his s h o u ld er ).  You must have known 
I'd ma rry someday. Papa... you and I'll 
make that trip Greece, just the two of us." 
(APF, p. 372)
Ge t ti ng  Mar cu s inv olv ed , she su gge st s, h y p o c r i t i c a l l y ,  the 
c o n t i n u a t i o n  of a sick f a t h e r  - d a u g h t e r  r e l a t i o n s h i p  a f t e r  her 
ma rr ia ge . By the end of the play both are d e f e a t e d  and 
e m o t i o n a l l y  e m b i t t e r e d  b e c a u s e  th eir  m e t h o d s  d i d n’t work. They 
have f a i l e d  to b l a c k m a i l  t he ir  b e l o v e d  wit h m one y and t h ei r  
love quest is un f ul f i l l e d .
On the o t h e r  hand, Os car  r e i t e r a t e s  that he is " de ep l y 
and s i n c e r e l y "  (APF, p, 343) in love with Lauret te,  a town 
p r o s t i tu te . O s c a r  w ant s to b o r r o w  m o n e y  f r o m  Marcus to e lo pe 
wit h Lau ret te , in a s i t u a t i o n  p a r a l l e l  to Re g i n a  and B a g t r y ’s. 
But Ben has d i f f e r e n t  plans for both of them. He wants to m a r ry  
R e g i n a  to a p r o s p e r o u s  banker, H o r a c e  Giddens, and O s c a r  to 
Bi r di e Bagtry, a ru i ne d a r i s t o c r a t  farmer. Ben b l a c k m a i l s  
O s ca r a c c o r d i n g  to his will: he w o u l d  lend O s ca r m one y if O s c a r  
e s co rt s Miss B i r d i e  home.
Ben... "I want you to be nice to this girl. F l a t t e r  
her, talk nice... Now go on. Be ch arm in g.
F i v e - h u n d r e d  d o l l a r s’ ch a r m i n g . "  (APF, p. 348)
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Ben, un li k e  Regina, O s c a r  and Marcus, is not s i d e t r a c k e d  by 
sex and his sole aim is power. That is why he can m a n i p u l a t e  
pe o p l e  to fit into his m e r c e n a r y  plans. He w a nt s O sc ar  to 
m a r ry  B i r d i e  in o r de r to a c q u i r e  Lionnet , a cot to n farm, 
i n c r e a s i n g  their ca pi ta l and o b t a i n i n g  r e s p e c t a b i l i t y  from 
the c o m m u n i t y . B e n  n e g o t i a t e s  a loan on L i o n n e t  d e c e i v i n g  
B i r d i e  and Marcus by h av i n g  B ir d i e  sign a note twice the v al ue 
of what she is go ing  to receive.
During the m u s ic  evening, Re gi n a  sees the d a n g e r  that 
this loan p r e s e n t s  to her re 1a t i o n a s h i p  wi th  Bagtry. Thus, she 
un m ask s Ben's dirty tr ic k to Ma rcu s a v o i d i n g  the n e g o t i a t i o n  
for the time being. In this e v en in g  party both lovers,
L a u r e t t e  S i n c e e  and John Bagtry, are presen t.  Th ou gh  Ma rcu s 
and Ben try to r i d i c u l e  L a u r e t t e  and Bagtry, the first as a 
r e p r e s e n t a t i v e  of a d i s c r i m i n a t e d  - ag a i n s t  lower class and 
the lat te r r e p r e s e n t i n g  a d e c a d e n t  S o u t h e r n  a ri st o c r a c y ,  Ba g t r y  
and L a u r e t t e  stood up to t he m c r i t i c i z i n g  Ma rcu s harshly.
B a g t r y  q u e s t i o n s  M a r c u s’s sense of ho no u r  and L a u re tt e says 
that the o ri gi ns  of M a r c u s’s f o r t u n e  is immoral:
"Right in the mi d dl e  of the war, men dying for you 
and you m a k i n g  th eir  k in fo lk  give you all t he ir 
g oods and m o n e y  - and I h e ar d how they s u s p e c t e d  
you of worse, and you only just got out of a 
h a n g i n g  r o p e .” (APF, p. 348)
C r i t i c i z i n g  M a r c u s ' s  e x p l o i t a t i o n  of m i n o r i t i e s  is a 
f o r e s h a d o w i n g  of M a r c u s’s "hidden se c re t in the past" w h i c h  
h e i g h t e n s  s u s p e n s e  and s u g g e s t s  that Ma rcu s got rich by i l li ci t 
me an s .
Marcus, in his talk to John Bagtry, st ands up as a 
r e p r e s e n t a t i v e  of a new S o u t h e r n  order, w h ic h so m e h o w  m a n a g e d
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to un ite  cu lt ur a l a c c o m p l i s h m e n t  [his e n t e r e s t  in Greek 
cu lt ure , p a t r o n i z i n g  c l a s s i c  music) wi th  his m a t e r i a l i s t i c  
e n t e r p r i s e s  (getting rich as a m e r c h a n t  su ppl ie r, e x p l o i t i n g  
m i n o r i t i e s  etc.). In t h e i r  d i a l o g u e  we have the clash 
b e t w e e n  d i f f e r e n t  worl ds,  the Old and the New South:
M arcus - "Why d o n ’t you cho ose  the o th er  side? Ev ery  
man n ee ds  to win once in his life."
John - "I do n't like that way of s ay i n g  it. I
don't f ig ht for slavery, I fi ght for a way 
of life . ’ (APF , p. 375 ) .
In his p r a g m a t i c  m a n n e r  Ma rcu s ad vi se s John to b e l i e v e  
in the A m e r i c a n  myth of succe ss:  try to c o n q u e r  yo u r place 
un de r the sun, f i g h t i n g  on the side w h ic h has b e t t e r  c ha nc es  
to win. J o h n , o b s t i n a t e l y  a n sw er s that he is f i g h t i n g  for a 
g e n t l e m a n l i k e  wa y of living, for his a g r a r i a n  id eol og y.  In 
t h ei r speech there is a cl ash  b e t w e e n  M a r c u s’s c a p i t a l i s t  mind  
and B a g t r y’s C a v a l i e r  ideal. B ag t r y  s a c r i f i c e s  his love for 
the sake of ho nou r and d e s t r o y s  R e g i n a 's hopes for the future. 
L a te r on (in T L F ) she will be r e v e n g e d  d e s t r o y i n g  H o r a c e ' s  
lif e .
T ho u g h  Ma r cu s is c r i t i c i z e d  by d i f f e r e n t  sc h ol ar s for 
his m e r c e n a r y  r e l a t i o n s h i p  t o wa rd s his family, b l a c k m a i l i n g
R e g i n a’s a l l e g i a n c e  and his s o n ’s s u b m i s s i o n  to his wi ll  with 
money, his b e h a v i o r  is based, as W i n i f r e d  D u s e n b u r y  p oi n t s  out, 
in the best t r a d i t i o n  of A m e r i c a n  i n d i v i d u a l i s m .
Ro ot ed  in this t r a d i t i o n  He i l m a n  shows Ben ta kin g a f t er  
his f a t h e r  whe n he tries to make  a pr o fi t from B i r d i e’s loan. 
And he j u s t i f i e s  his i n d i v i d u a l i s m  and s e l f - i n t e r e s t  to Marcus:
"I want s o m e t h i n g  for myse lf.  I s ho ul d n ' t  th in k you
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were the man to b l a m e  me for tha t. " (APF, p. 376).
B e n ’s i n d i v i d u a l i s m  and cu ni ng  b u s i n e s  m e t h o d s  are 
q u a l i t i e s  a d m i r e d  by Marcus, h i m s e l f  a s e l f - m a d e  man.
As W i n i f r e d  O u s e n b u r y  has p o i n t e d  out A m e r i c a n  f a m i l i e s  
fr o m the b e g i n n i n g  have risen and f al l e n  a c c o r d i n g  to t h e i r  
a b i l i t y  to compete. O u s e n b u r y  q u o t e s  □. W. Br o ga n in her 
e x p l a n a t i o n :
"A fa m il y or an i n d i v i d u a l  had to have wh at  it took 
to su r v i v e  - and it took a d a p t a b i l i t y ,  t o u g h n e s s /
pe rh ap s a not too s e n s i t i v e  moral or social
4.1 * (4) ■ outlook;.
And it is in this O e d i p a l  f a t h e r - s o n  c o m p e t i t i v e  game 
that Ben takes ov e r power, using b l a c k m a i l  to ac hi eve  his 
ends.. It's Ben.'s lack of mo ra l or soc ia l o u t l o o k  that m a ke s him 
the w i n n e r  in this d e t e r m i n i s t i c  match. A f t e r  his qua r re l 
wit h Marcus about B i r d i e’s loan, Ben d ec id es  to leave his house. 
But L a v i n i a  1 s k n o w l e d g e  of a hi dde n se cre t i n M a r c u s ’ r. 1 i f e 
and its r e v e l a t i o n  to Ben p r o mo te s a r e v er sa l  of situ a ti o n . 
La v i n i a  tells Ben about the "night of the m a ss ac re " : Marcus, 
who sold b ad ly ne e de d 'salt to the Union camps at e x t o r t i o n a r y  
prices, has u n i n t e n t i o n a l l y  led the Y a n k e e  troops to the camp 
of the y o un g C o n f e d e r a t e s ,  p r o m o t i n g  a mas sa cre . R u n n i n g  away 
from  a l yn ch - m o b  Marcus so ugh t ref ug e in the w e l l - h o u s e  roof. 
L a te r on he b ri b e d  a S o u t h e r n  o f f i c e r  to give him false pa s se s 
as an alibi1 to be p r e s e n t e d  dow ntown.
La v i n i a  and Co r a l e e  had w i t n e s s e d  the ep is o de  and had 
w r i t t e n  it on the Bi ble s w e a r i n g  upon it. Lavinia, as P e n n i m a n  
has p o i n t e d  out is a "r ed ee me r"  (APF, 354) of the H ub ba r d s ,  
b e c a u s e  in the cause of j u s t i c e  she b l a c k m a i l s  Marcus into
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s u b m i s s i o n .  As D o r i s  V. Falk poi nts  out:
" L a vi ni a' s p a r t i c u l a r  ' i n s a n i t y’ is s u p p o s e d  to be 
re li gi ou s;  r e l i g i o n  put her in Ma r cu s' s p o we r to 
have her d e c l a r e d  insane. Now the Bi ble - her 
r e l i g i o n  - has put him in L a v i n i a ' s  p o w e r .” ^  ^
It is i r o n i c a l  that the B ib le  here is used as the i n s t r u m e n t  
of bla ck ma il : 'it c o n t ai ns  the w r i t t e n  e v i d e n c e  of M a r c u s ’s 
guilt. A l t h o u g h  Marcus and Ben try to s e i z e it L a v i n i a  w i t h o l d s  
it as a m a g i c  object.
L a v i n i a  - ”0h, I w o u l d n ’t like to give it up. This 
B i b l e’s been in my P a p a ’s fa m il y for a 
long time. I always, keep it next to me, 
you all know that. But when I die. I ’ll 
leave it to you a l l .” (APF, p. 389).
L a v i n i a ' s  b l a c k m a i l  buys her f r e e d o m  to bu ild up a Ne gr o school 
at A l t a l o o s a  and at the same time it is a neme si s for a crime. 
It is ni ce ly  i r o n ic al  that the so u r c e  of M a r c u s’s f o rt u ne  
br ing s about his f i n a n c i a l  defeat.
Ta ki ng  a d v a n t a g e  of La vi n i a ' s  r e v e l a t i o n  Ben, sel fis hl y, 
b l a c k m a i l s  Ma rcu s f in an c i a l l y .
Ben - "Are you ready now? To w r it e a piece of paper, 
sa ying you sell me the st ore for a d o l l a r .” 
[APF, p. 393).
Ben b l a c k m a i l s  Ma rc u s  f i n a n c i a l l y  f o r c i n g  him to sell the 
f a m i l y’s b u s i n e s s  for a d o l l a r  in o r d er  to es c ap e the lynch 
mob. His b l a c k m a i l  is r e i n f o r c e d  by the p a t r i o t i s m  of the
d e f e a t e d  S o u t h e r n e r s :  the so c i e t y  of C o l o n e l  Isham is e a g e r  to 
have th eir  re v e n g e  on the H ub ba rd s.
"You have good reason to know t h e r e’s not a man in 
this co u nt y w o u l d n ' t  like to swing up a n y b o d y
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ca lled H u b b a r d "  (APF, p. 386).
K n o w i n g  that he w o u l d  have c o m m u n i t y  su ppo rt , Ben Knows how 
e f f e c t i v e l y  this kind of b l a c k m a i l  w o r k s on his f a t he r' s 
c o n s c i o u s n e s s .
Some c ri t ic s point out that "APF" was a c o m m o n p l a c e  
s tag e di re ct io n,  in the R e n a i s s a n c e ,  i n c l u d i n g  in S h a k e s p e a r e ' s  
plays .
A c c o r d i n g  to M a n f r i e d  Triesch, the title de r i v e s  fr om  
S h a k e s p e a r e’s stage d i r e c t i o n s ,  for Act II, scene IV of Titus 
A n d r o n i c u s  : this cr it i c  sees s t r i k i n g  p a r a l l e l s  be t w e e n  the 
c h a r a c t e r s  of the two plays.
"Both w o me n have been vio la t e d,  one in a p h y s i c a l  
sense, the o th er  in a more subtle, p s y c h o l o g i c a l  
way; and both are the a ge n t s  of reveng e. S h a k e s p e a ­
r e ’s L av in ia  i n d i r e c t l y  m a n a g e s  to tell her secret, 
th ou gh  her hands have been cut' off and her to n g u e  
has been torn out. Hiss H e i l m a n’s L av in ia  too 
manages to tell her secret, th ou g h  Marcus has tr ied  
to keep her quiet. His me ans  are as su btl e as they 
are e f f e c t i v e : . . .  he has d e c l a r e d  her in s an e and
threatens to put her into an a s y l u m  if she will  not
* f R 1su bmi t to his w i l l .”
Doris V Falk d i s a g r e e s  with  T r i es ch  1 s h y p o t h es is , s a y i n g  that 
there is no real ev ide nc e, but the names L a v i n i a  and Mar cus  
s p e c i f i c a l l y  r e f e r r i n g  to T it us A n d r o n i c u s  . I w ou ld  ar gue 
that there may be a par od y of S h a k e s p e r e a n  h i s t o r i c a l  outlo ok:  
the fight for p o we r p r e s e n t e d  as the w r i t e r ' s  aim or h i s t o r i c a l  
d e t a c h e m e n t  in o r d e r  to have a cri ti ca l v i e w p o i n t  on her own 
times. For i ns ta nc e,  sa ti re  and parody are s u g g e s t e d  in M a r c u s ' s  
b e h a v i o r  as a R e n a i s s a n c e  Maecenas in his c on ce rn for the G re ek  
culture, r e a d i n g  A r i s t o t l e  and p a t r o n i z i n g  m usi c for "low brow"
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a r t i s t s  just for the sake of f la tt er y . But it seems to me it 
is i n t e n d e d  much more as a s a t i r e  o n. t h e  " S o u t h e r n  Gr e e k "  
c u l t u r e  al li e d to the S o u t h e r n  e c o n o m i c  R e n a i s s a n c e  (the rise 
of the b o u r g e o i s i e )  than an a l l u s i o n  to S h a k e s p e a r e ' s  plays.
Ma r c u s  is a kind of t r a n s i t i o n a l  figure: half "C av al ie r"  and 
half  ' m o d e r n’.
B e n ’s r u t h l e s s n e s s  t o wa rd s M a r c u s  is e x p l a i n e d  not only 
in terms of his Oe d i p a l  h o s t i l i t y  t o w a r d s  his f a t h e r  but as a 
c o n s e q u e n c e  of the m e r c e n a r y  e n v i r o n m e n t  he has been b r o u g h t  up in. 
It s t i m u l a t e s  i n d i v i d u a l  c o m p e t i t i o n  to se ize  m o ne y and 
c o n s e q u e n t l y  p o we r ov e r the me m b e r s  of the H u b b a r d  clan.
It f ol lo ws the d e t e r m i n i s t i c  p a tt er n of c a p i t a l i s t  
s o c i e t y  w h os e " l e i t - m o t i f "  is the " s ur vi va l of the f i t t e s t”.
Mar cu s H u b b a r d  has a d o p t e d  the s e l f - m a d e  man m y s t i q u e :  
he q u e s t i o n s  the tone of moral s u p e r i o r i t y  in B ir d i e  and John 
B a g t r y ’s sp eec h u n v e i l i n g  the p at te rn  of a r i s t o c r a t i c  decadence. 
John Ba gt ry  has no pl ace in the P o s t - C i v i l  W a r So uth with  his 
b e l i e f  in the " C a v a l i e r  my th" w h il e Ben and O s c a r  are in t h ei r 
element. But Ben q u e s t i o n s  M a r c u s’s a s p i r a t i o n s  t ow ard s 
a r i s t o c r a c y  in his speech:
Ben... "You w e r e  smart in you r day and f i g u r e d  out 
what  fools you lived among. But ever si nce 
the w a r you been too busy ge t t i n g  cu ltu re d , 
or g e t t i n g  S o u t h e rn e r.  A few more ye ars  and 
y o u'd  have been just like the rest of t h e m 1.“
(A P F , p. 402).
In his a t te mp t to w a r d s  a g e n t l e m a n  way of living, p a t r o n i z i n g  
m u s i c  and r e ad in g the Greeks, Mar cu s tried to be eq u a t e d  to the 
S o u t h e r n  a r i s t o c r a c y .  And "g ett in g S o u t h e r n e r " ,  as Ben states, 
p r o m o t e s  Marcus' do wnf al l .
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M a r c u s ' s  i n c e s t u o u s  f e e l i n g s  and his e a g e r n e s s  for 
c u l t u r e  led him to be d i v e r t e d  from  the u t i l i t a r i a n  path, 
p r o m o t i n g  his e c o n o m i c  and moral defeat.
I w o u l d  agree wi t h D u s e n b u r y’s sta tem en t:
"Miss H e i l m a n’s pl ay s are not th e si s plays, but the
fact that she was i n t e r e s t e d  en o u g h  in her
c h a r a c t e r s  to study t h e i r  past and seek out the
s o c i o l o g i c a l  and m ora l cau se s of t hei r r a p a c i o u s n e s s
pr ov es that she did not c o n s i d e r  them  mere f i g u r e s
7 )in m e l o d r a m a■
In A'PF Miss H e i l m a n  unites the p s y c h o l o g i c a l  f a c t o r  with 
s o c i o l o g i c a l  in s i g h t  in o r de r to give the a u d i e n c e  a h i s t o r i c a l  
vision of the ori gi ns  of i n d u s t r i a l i z a t i o n  in the South, 
r e v e a l i n g  the clash it b r o u g h t  to an a g r a r i a n  society. 
R e l a t i o n s h i p s  b et w e e n  the c h a r a c t e r s  ch ange to a m e r c e n a r y  basis 
and the use of b l a c k m a i l  in all its levels (e mo ti ona l and 
f i n a n c i a l )  fits in the p a tt er n of a d e t e r m i n i s t i c  o u t l o o k  on 
r e a l i t y .
This play fol lo ws  Ruth B e n e d i c t ' s  ’shame cu lt ur e"  pa tte rn : 
the i n d i v i d u a l  is g u i l t y  of a hi dde n se cret b ef o r e  the c o m m u n i t y  
and thus is ea sil y b l a c k m a i l e d  b e c a u s e  the b l a c k m a i l e r  (Lavinia) 
could a d v o c a t e  the c o m m u n i t y ' s  s u pp or t to punish him. L a v i n i a’s 
code of ho n o u r  d o e s n’t match wi t h M a r c u s’s m a t e r i a l i s t i c  
p r i n c i p l e s  and thus she is led to b l ac k m a i l  him in o r de r to 
fo und  a Ne gr o school at A l t a l o o s a  to expiate' the H u b b a r d’s guilt.. 
Here blac km ail is used as. a b e n e v o l e n t  end. But Ben who  adopts; 
N o r t h e r n  s t a n d a r d s  takes a d v a n t a g e  from this s i t u a t i o n  to 
b l a c k m a i l  Ma rcus f i n a n c i a l l y  to s u b s t i t u t e  him as the le a d e r  of 
the clan.
We also no t ic e that the b l a c k m a i l - s e c r e t  is a
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m e l o d r a m a t i c  d ev i c e  w h i c h  r e v e r s e s  the action: the power 
shi fts  fr o m ..Marcus ' s to L a v i n i a ' s  hands and then to Ben.
It ssems to us that b l a c k m a i l  p r e s u p p o s e s  a kind of 
d e t e r m i n i s t i c  u n i v e r s e  w h o s e  c a u s e - e f f e c t  p ro ce ed  r e l e n t l e s s l y  
and one can n e v e r  es c ap e fr o m the c o n s e q u e n c e s  of the past. In 
the C a l v i n i s t  m a n n e r  "the sins of thé f a t h e r s’ are 'visited' on 
the son and the sons own sins are 'visited' on hi m s e l f  l ate r in 
life.
Ben, in short, uses the same m e r c e n a r y  game that his ■ 
f a t h e r  did: he uses the likene ss to def ea t his p ro tot ype . La te r 
on (in T L F ) the H u b b a r d s’ p r e d a c i t y  will  turn one ag ai ns t the 
others, and in this 'survival of the fittest' co nt est  Ben will 
comp ete  wi th  the others and will be defeated, th ro ugh  f i n a n c i a l  
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C H A P T E R  ' y i l l
THE A U T U M N  G AR D E N  Clg 5 1 D
The Au t u m n  Ga rde n was s ta g e d  in 1951. In b e t w e e n  TAg  and T_A 
(I960), there h a p p e n e d  Mac Ca r t h y  and the HUAC  Co mm i tt ee , 
H a m m e t ' s  jail s e n t e n c e  and his illness. In 1954 Hiss He i l m a n  
ed it ed  the c o l l e c t i o n  of C h e k h o v’s letters. Only in 1960 did 
she wr ite  her last o r i g i n a l  play Toys in the A t t i c .
C ri tic s c l a s s i f y  Hiss H e i l m a n’s two last plays as 
C h e k h o v i a n  and make d i s t i n c t i o n s  be tw ee n her change from 
I b s e n ’s d i s c i p l e s h i p  to a C h e k h o v i a n  insig ht.  She seems to go 
away  from  her s o c i a l - c o n c e r n e d  themes to a more f a t a l i s t i c  
point of view in her last two plays. As John Nason Brown po int s 
o u t , ' t h e  ch an g e is c o m p a r e d  to an "old g ua rd R e p u b l i c a n  who 
b ec om es  a New. D ea l e r  (or v i c e - v e r s a )”. Mason Brown is 
a mb ig u o u s  as to w h e t h e r  Miss H e i l m a n’s turn from  Ibsen to 
C he kh ov  is a turn t ow a rd s or away from  c o n s e r v a t i v i s m .  But it 
seems to me that her last two pjays leads her away f r o m  the 
road to co mmi tm ent .
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A l la n Lewis in " S u r v i v o r s  of the D e p r e s s i o n "  explains, 
such a ch a ng e in terms of the h i s t o r i c a l  context. Lewis shows 
that w h i l e  in the t h i r t i e s  p l a y w r i g h t s  we re  s o c i a l l y  c o n s c i o u s  
(and c o n s c i o u s  in a l e f t - l e a n i n g  way too), they bec am e less 
so in the, f o l l o w i n g  decades.-
W o r l d  War II r e s t o r e d  the- U.S. e c o n o m y  to full p r o d u c t i o n  and
"plays de a l i n g  with e c o n o m i c  dislocation, gave way,
in a s o ci et y of a ff l u e n c e ,  to dr ama s of p e r s on al
di s l o c a t i o n .  The f u t u r e  of the na tio n be c am e less
( 2 )i m p o r t a n t  than the p r e s e r v a t i o n  of the self."
It will in part ex p l a i n  Miss H e i l m a n’s t r a n s i t i o n  from  
"engagé." plays to her last two i n d i v i d u a l i s t i c ,  p s y c h o l o g i c a l ,  
s o u l - s e a r c h i n g  dramas. It also leads us to q u e s t i o n  the 
i d e o l o g i c a l  depth of- the a c t i v i s t  m o v e m e n t  in the thi rties.
( 3 )Lewis c l a s s i f i e s  Miss H e i l m a n  as the "most r e s i l i e n t” of
the s u r v i v o r s  of the D e p r e s s i o n .  But this re ve r s a l  of the 
n a t i o n a l  mood cannot only be a t t r i b u t e d  to Mac Ca rt hy  and the 
HUA C C o m m i t t e e  and c o n s e q u e n t l y  to a n e c e s s i t y  for self- 
c e n s o r s h i p  felt by the wr it er . We must also c o n s i d e r  the 
en t ir e i d e o l o g i c a l  cha ng e br o u g h t  about by the U.S. e c o n o m i c  
boom. On the ot her  hand this pe rio d best i l l u s t r a t e s  Miss 
H e i l m a n ' s  c r a f t s m a n s h i p  and m a t u r i t y  as an artist.
The title, The Au t u m n  G a r d e n , is s y m b o l i c  b e c a u s e  it e m p h a s i z e s  
the i n f l u e n c e  of w e a t h e r  -and sea son  on people'. It is p l a c e d  at 
the end of su m me r at the T u c k e r m a n  guest house. Like W i l l i a m s ,  
Miss H e il m an  uses heat as a m e t a p h o r  for the o p p r e s s i v e  
c o n d i t i o n  of the S o u t h e r n e r .  The end of su m m e r  means the end 
of g r o w t h  for both natures. It is linked to m a t u r i t y  as well 
as to a d e c a yi ng  mod e of li vi n g * i n  the Deep South.
In DC Ju lie  says:'
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"I d o n ’t like au t um n  an ym ore . The river is full of
leaves and it is too cold to walk  very far." (DC,
f
p. 81, 82) .
This sp e ec h e x p r e s s e s  the s y m b o l i s m  that is ce nt ral  in T A g . 
C h a r a c t e r s  no t ic e in the autumn of t h e i r  lives that they 
hadn't f u l f i l l e d  all th eir  p o s s i b i l i t i e s .  T h ei r w a s t i n g  of 
time, t h ei r lack of s e l f - a w a r e n e s s  made  them  v ic ti ms  of 
c i r c u m s t a n c e s ,  and less v a l u a b l e  as human beings.
In the first act six c h a r a c t e r s  are a s s e m b l e d  in the 
l i v i n g - r o o m  of a sum mer  g u e s t - h o u s e .  C r o s s m a n  is p r e s e n t e d  as 
"tired and w o r n - l o o k i n g” (TAg, p. 465), a lonely c h a r a c t e r  who 
av oids c o m m u n i c a t i o n  with the others. Rose Griggs is p r e s e n t e d  
as "ex pretty" c h a t t e r i n g  lady.
Mrs Nary Ellis, be l o n g s  to the cast of H e i l m a n ' s  
ma tr iar ch s' an old lady who c o n t r o l s  the purse and the ac t io n 
of Ca r r i e  and F r e d e r i c k  Ellis. F r e d e r i c k  Ellis, her g r a n d s o n  
is p r e s e n t e d  as an i n t e l l e c t u a l ,  o v e r - d e p e n d e n t  on h i s . m o t h e r  
and very imm ature.
Un l ik e Mrs F a r r e l l y  in WR, Mrs Ellis does n' t r e v e r e  her 
dead h u s b a n d’s memory. Her w i t t i c i s m  brings comic re l ie f to the 
play. Ca r ri e  is p r e s e n t e d  as a rich, o v e r - p o s s e s s i v e  m o t h e r  
who re lie s on her f i n a n c i a l  p ow er  to get F r e d ’s su b mi ss io n.
Hr Griggs, an old gener al,  b e lo ng s to Miss H e i l m a n’s 
g a l l e r y  of soldiers. Un li ke  Sam  in TSW he is d i s i l l u s i o n e d  
about p a t r i o t i s m  and ca re l es s about the fate of the nation. All 
the c h a r a c t e r s  are a r i s t o c r a t i c  f r ie nd s of C on st a n c e  Tu c k e r m a n ,  
who lives on a once l ux u r i o u s  but now d e c ad en t and s h a b b y  house. 
C o n s t a n c e’s su mm e r  guest h o u s e • ti e c omes a m e t a p h o r  for the 
S o u t h e r n e r  and the h u m a n . c o n d i t i o n  too. It is a symbol of the
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c h a r a c t e r ' s  re t r e a t  fr om  reality: each s u m m e r  they come back 
to play wi t h m e m o r y  and the i l l u s i o n s  of t h e i r  youth.
C o n s t a n c e  is helped by Sophie, her F re n c h  niece, w h o m  
she has once re s c u e d  from poverty. She pl ays  the "o ut si de r"  role 
and is the one who sees t h r o u g h  the c ha ra ct er s.
In the first act, C o n s t a n c e  is a n x i o u s l y  e x p e c t i n g  the 
Denerys. Nick De n er y was C o n s t a n c e’s f o r m e r  fianc ee,  who has 
met his rich wi f e on a trip a br o a d  and a b a n d o n e d  C o n st an ce . It 
is a s i m i l a r  p a tt er n to T S W , w h e r e  the H a z e n s  play with memo ry,  
b e g e t t i n g  i l l u s i o n s  about t h e m s e l v e s  and the past, till they 
■ are a wa ke to a bi tt e r  reality.
By the end of the first act the D e n e r y s  ar r iv e and the 
main c o n f l i c t s  are es ta b l i s h e d :  the Gri gg ses ' m ar ita l pr ob lem s,  
F r e d e r i c k  vs Car ri e Ellis, Nina vs Nick. Denery. Nick is 
p r e s e n t e d  as a vain, s e c o n d - r a t e  paint er,  living at his w i f e ' s  
expense. N e v e r t h e l e s s ,  he is p o r t r a y e d  as, a " d e u s - e x - m a c h i n a” 
wh os e m e d d l i n g  in the lives of ot h er s leads, them  to self- 
c o n f r o n t a t i o n .  In the Se co n d  Act, Nic k lies to C o n s t a n c e  t e l l i n g  
her that he has only loved her in o r de r to make her p o r t r a i t  as 
as sad, po ve r t y - s t ri c k.e h old woman. On the ot her  hand, he 
e n c o u r a g e s  C o n s t a n c e  to f a n t a s i z e  ab out Cross-man's love for 
her. C r o s sm an  is C o n s t a n c e’s fr i e n d  and a r e g u l a r  guest at her 
b o a r d i n g - h o u s e .  Nick  w ar ns Ca r r i e  Elli:s about F r e d ’ 
re lat ion ship w i t h  Payon, s u g g e s t i n g  hi: s. h om os ex u a 1 t e n d e n c i e s  
to Carrie. Fr e d' s m o t h e r  t h r e a t e n s  to w i t h h o l d  his a l l o w a n c e  
and c o n s e q u e n t l y  F r e d e r i c k  is left h e a r t b r o k e n  by his friend.
S op h i e  T uc ke rm an  is e n g a g e d  to F r e d e r i c k  for e c o n o m i c
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sa f et y and lon el in es s.  Like Re gin a H u b b a r d  in TLF she is 
shr ew d and has a l o v e le ss  e n g a g e m e n t  w i t h  a niece, weak and 
rich man.
On the o t he r hand Nick be co m es  Rose G r i g g s’ a d v i s o r  
about her i m p e n d i n g  d i v o r c e . " H e  fl irt s wit h her in e x c h a n g e  
for a $ 5.000' commissi,.on to paint the p o r t r a i t  of her rich 
niece.
The cli m ax  is b ro ug h t about in the play when Nick, 
c o m p l e t e l y  drunk, pa sse s out in S o p h i e’s couch.
Nina, N i c k ’s wife, w ho se  s a d o m a s o c h i s t  f e e l i n g s  make  
her love such a c h i l d - m a n  sends Nick away to quiet the 
c o m m u n i t y  " s c a n d a l - m o n g e r i n g " .
Sophie, as a d i g n i f i e d  exit, asks $ 5.000 as " b l a c k m a i l  
m o n e y” (TAg, p. 537) to depart to Eu ro pe  and br eak s her 
e n g a g e m e n t  with F r e d er ic k.
D e n o u e m e n t  f o l l o w s  in t h e ’r e c o n c i l i a t i o n  of Carrie and 
Fre d er ic k,  Rose and Mr Griggs and the Denerys. Like in TA_ 
c h a r a c t e r s  de cid e to stay t o g e t h e r  b e c a u s e  of th eir i n a b i l i t y  
to act and ch ang e thei’r lives. But they are aware that they 
have been the p l a y t h i n g s  of c i r c u m s t a n c e s  w i t h o u t  a fi rm  grasp 
of t h e ir  lives. They  c o n c l u d e d  that they have was te d t he ir  
time and now it is too late to grow up.
In the aut um n of t hei r lives they stand for what Miss 
H e i l m a n  has d e s c r i b e d  in her memoirs:
"I left too much of me u n f i n i s h e d  becau se  I w a s t e d
, . , . .„ ( 4 ). too much  t i m e .
Ca rr ie T u c k e r m a n  st a nd s  for the-* S o u t h e r n  wo ma n ideal. She is 
a t w e n t i e t h - c e n t u r y  v er si on  of Birdie, d e s c r i b e d  as a p a r a g o n
I l l
of v i r t u e s  and i ll usi on s. She still c u l t i v a t e s  r o m a n t i c  dr eam s 
of her youth c o n c e r n i n g  her love a f f a i r  wi t h Nick D e n e r y .
As So ph ie  points out:
"It always h a p p e n s  that way with ladies. For the m 
it is once and not again. It is th eir  good 
br e e d i n g  that m ak es  it so." (TAg, p. 480]
So C o n s t a n c e  stands for the S o u t h e r n  w o m an  m y s t i q u e  of 
a r e f i n e d  d e l i c a t e  lady c a p a b l e  of s e l f - s a c r i f i c e  and f i d e l i t y  
t o a p a s t l o v e .  ,
Like B ir d i e  she shows that her lo n gi ng s for her yo uth c o u l d n’t 
adapt to a new reality: she es c a p e s  from  the p r es en t time 
t h ro ug h her illu si ons .
Thus her t e n d e n c y  t o w a r d s  un re al i ty , t ow ar d s the r o m a n t i c  
r e vi va l of the past is r e f l e c t e d  in the house she in h a  Id its, 
wh ic h is f u r n i s h e d  ex a c t l y  as it was in the past.
□n the other hand, Nick Den er y plays the role of a 
c o r r u p t e d  "So ut her n C a v al ie r" .  He sh are s the S o u t h e r n  vi s io n of 
w o me n when he says that C o n s t a n c e  has s a c r i f i c e d  her life for 
her b rot he r, w hi ch  is s i m i l a r  to B i r d i e’s s a c r i f i c e s  for John 
Bagtry, or Ca rri e and A n n a ’s s e l f - s a c r i f i c e  for Ju li an  in T A .
As Mr C r o ss ma n i r o n i c a l l y  points out:
"Nick is still a So u t h e r n e r .  With us every w e l l - b o r n  
lady s a c r i f i c e s  her life for some thi ng : a man, a 
house, s o m e t i m e s  a g a r d e n i a  bu sh. " (TAg, p. 482].
C r o s s m a n  is the s p o k e s m a n  for the p l a y w r i g h t ' s  ir oni c c o mm e nt  
d e s m y s t i f y i n g  the myt h of S o u t h e r n  W o m a n h o o d  as a p a ra go n of 
d o m e s t i c  virtues, r o m a n t i c i s m  and il lu si on s . But Nick is also a 
mod e rn  ve r s i o n  of the Civil War jhero, John Bagtry. Like B ag t r y  
he is we ak  and d e p e n d e n t  on his r e l a t i v e s  and both share
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i l l u s i o n s  about t h e m s e lv es :  one as being a war hero and the 
latt er  be ing a fam ou s painter. Only he has r e p l a c e d  B a g t r y ' s  
c h i l v a r i c  dreams of war  by a t w e n t i e t h - c e n t u r y  c a p i t a l i s t  
ve rs ion : he pursu es the d r ea m of s uc ce ss  in his p r o f e s s i o n  as 
a painter. N i c k ’s p h i l a n d e r i n g  and c o u r t s h i p  ma kes  him a c om ic 
S o u t h e r n  C a v a l i e r  version.
W h i le  John B a g t r y  b e l o n g s  to the p h i l o s o p h i c a l  c o n t e x t  
of the R e c o n s t r u c t i o n ,  Nick and Ju l i a n  (.TA_) have to cope wi t h 
the XX c en tu ry  su cc es s ar ch e t y p e .  B o t h  find out by the end t he ir  
del us io n:  N i c k ’s s e l f - c o n f r o n t a t i o n  r e ve al s him as a s e co nd - 
rate p a i n t e r  living at the e x p e n s e  of his wife, w hil e J ul i a n  
alw ay s fails in his a t t e m p t s  to be a s u c c e s s f u l  b u s i n e s s m a n .
N i c k ’s b e h a v i o r  to w a r d s  C o n s t a n c e  and Rose Griggs w il l 
show a su b t l e r  kind of b l a c km a il : love as a bribe to re ach his 
p u r p o s e  and to get f i n a n c i a l  rewards. Nick lies to C o n s t a n c e  
that he had only loved her in o r d e r  to make  her p o r tr ai t as a 
sad, p o v e r t y - s t r i c k e n  old w o ma n to e xh ib it  in an e x p o s i t i o n  in 
c o n t r a s t  to a p o r t ra it  he made in her youth, be sw e ar s et e r n a l  
love to C o n s t a n c e  in o r de r to pr ofi t f i n a n c i a l l y  from 
C o n s t a n c e ' s  ro ma nt i c i s m .  Here love is a bribe, a del usi on , 
w h i c h  d e m o n s t r a t e s  the f a i l u r e  of love. On t.h.e o th er  hand, 
t her e is -money as a source of power, m one y c o n s e q u e n t l y  used 
as a bribe by the E l li ses  to sec ure  F r e d e r i c k’s love.
• A n o t h e r  v e rs io n of d e l u s i o n  in love Is Rose G r i g g s ' s  
heart ai l m e n t  as a bribe to stay with, her husband.
Lily in _T_A uses sex as. a form of po wer and Rose uses her 
i ll n e s s  as a bribe to c o n v i n c e  her bus.b.and to stay with her.
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"Stay with me this year" ( T A g , p. 542).
Rose Griggs,- the C o l o n e l ' s  vain and ex'-pretty wife runs away 
to Nick ask in g  for ad vic e about her i m p e n d i n g  divorce. Nick 
flirts wi th  Rose, gi v i n g  her an i l l u s i o n  of love, youth and 
bea uty  in e x h a n g e  for a $ 5.000 commission, to paint a p o r t r a i t  
of her ho me l y niece. ,
Love as a bribe to g u a r a n t e e  e c o n o m i c  sa fet y is o p e n l y  
d e m o n s t r a t e d  in S o p h i e  and F r e d e r i c k’s e n g a g em en t.  As C o n s t a n c e  
c r i t i c i z e s  t hei r e n g a g e me nt , S o p h i e  re p l i e s  to her: <
"Aunt C o n s t a n c e  is sad that we do not speak of it in 
the r o m a n t i c  w ord s of lo ve. " (T A g , p. 513).
S o p h i e  d i s c l o s e s  to C o n s t a n c e  the f a l s e h o o d  of the i l l u s i o n s  
they have c h e r i s h e d  for so long: t h ei r love a f fa ir s and 
m a r r i a g e s  b ein g r oo t e d  in m o ne y and s e l f - i n t e r e s t  r at h e r  than 
in s e l f - e f f a c e m e n t  and "m ag n o l i a  d r e a m s”.
S o p h i e  pl ays  the outsider.-role . Like Ju lie in DjC or 
L a v i n i a  and B i r d i e  (A P F , I L F ), she stays as an alien among 
pe opl e who gre w up together.
Lo re na  H ol m i n  a’ttr i b u t e s  her c h a r a c t e r i z a t i o n  to a 
J a m e s i a n  cliche: E u r o p e a n  s m a r t n e s s  vs A m e r i c a n  naivete. I 
w o u l d  argue that her G re ek  name d en ot es  w i s d o m  and she shows 
up E u r o p e a n  common sense. So p hi e  is used as an index of the 
s h a l l o w n e s s  and the "wast ing  t i m e” of the others. She is a 
round, c o mp le x ch ar act er . When Nick makes a d v a n c e s  to her and 
passes out on her couch, the gue sts  and C o n s t a n c e  make a row about 
c o m m u n i t y  "sc and a 1-m o n g e r i n g ". Thus, S o p h i e  asks $ 5.000 as 
b l a c k m a i l  m o n e y  to ret urn  to Europe. She calls "a spade a 
s p a d e” when she d em an ds  it.
So p h i e  - "We will call it a loan, come by th r o u g h
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b l a c k m a i l . "  (TAg, p. 537).
As Nina says that S op h i e  is w o r r i e d  about a f oo li sh  acc id e nt  
the la t te r re pl ie s that she had only a d o p t e d  t he ir  vi ew po in t:  
b l a c k m a i l  for s t a i n e d  ho n ou r is a w a y out a c c o r d i n g  to the 
S o u t h e r n  c o d e .
In APF L a v i n i a ; has b l a c k m a i l e d  her h u s b a n d  b e c a u s e  her’ 
code of honour w o u l d n ' t  ma tch  his. Both of them, So ph ie  and 
Lavinia, bo ug h t t he ir  f r e e d o m  f r o m  a l o v e le ss  e n g a g e m e n t  
t h ro ug h b l a ck ma il . B l a c k m a i l  in this play b e co me s a i
s t er eo ty pe : S o p h i e  unve ils  the b l a c k m a i l  p a t t e r n s  used in o t he r 
plays: she e x p l o i t s  an i n d i v i d u a l ' s  h id d e n  sec re t in o r d e r  to 
get f i n a n c i a l  rewards.
B l a c k m a i l  in TAg is used as a m e an s to solve an 
i n d i v i d u a l  problem. B l a c k m a i l  d o e s n ’t raise ethic al q u e s t i o n s  
as in her Ibsen - i n f l u e n c e d  pl ays (T S W , D C ). B la ck m a i l  
d o es n' t in v o l v e  m e l o d r a m a t i c  d e v i c e s  as in TLF (e. g. st o l en  
papers) or in TSW (the b ri e f c a s e ) ,  but it is a way out for 
So p h i e  to keep her di g n i t y  a c c o r d i n g  to the S o u t h e r n  code of 
honour.
S i ev er s will j u s t i f y  S o p h i e’s b l a c k m a i l  sa yin g that 
"human p e r s o n a l i t y  is c o m p o s e d  of s a d i s t i c  and aggressive as 
well as t en d e r  and g e n e r o u s  i m p u l s e s  in a subtle balance. In a 
f o r e i g n  land So ph i e  uses her wits to her a d v a n t a g e . "   ^^
I w o u l d  say that b l a c k m a i l  is an i n t e g r a t e d  t he me  in the
plot. In the fi rs t act. C r o s s m a n  plays S o p h i e’s c o n f i d a n t  and
a d v i s o r  and we know that: S o p h i e  has al way s been ho mes ic k,  she
feels m o r a l l y  i n d e b t e d  to C o n s t a n c e  but she needs m o n ey  to
•i
return to Eu ro p e  and pay her m o t h e r ’s debts. F u r t h e r m o r e  I
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think that b l a c k m a i l  fits the S o u t h e r n  code of "stain ed 
honour". D i s c l o s i n g  b l a c k m a i l  as b l a ck ma il ,  it shows a 
c a r i c a t u r e  of a d e c a d e n t  s o ci et y  w h er e  any means are a v a i l a b l e  
to cheat people and get f i n a n c i a l  re w a r d s  with  it.
As Sop hie  tells Nina who calls her a "tough little g i r l” 
(TAg, p. 538):
So p hi e - "Don't you think pe opl e often say o t h e r
pe opl e are tough w h e n  they do not know how 
to cheat t h e m ?” (TAg, p. 538).
Thus S op h i e  b e c o m e s  a m o u t h p i e c e  for the w r i t e r  c o n c e r n i n g  the
’ t
S o u t h e r n  b a c k g r o u n d :  to their sense of "s ta in ed  h o n o u r” she 
c o u n t e r p o s e s  b l a ck m ai l;  to the S o u t h e r n  w o m a n m y s t i q u e  she 
c o u n t e r p o s e s  a p r a g m a t i c  view of m a r r i a g e  and love.
And s t r ip pe d of t he ir i l l u s i o n s  about honour, love, 
r o m a n t i c i s m ,  the c h a r a c t e r s  have to face a bi t t e r  reality: 
s e l f - i n t e r e s t  lies b e h i n d  the i l l u s i o n  of love, while n o s t a l g i a  
and r o m a n t i c i s m  are the d e l u s i o n s  of a d e c a d e n t  s o ci et y w h os e 
lon g in g for the past is a re tr ea t fr o m reality.
But it is Mrs Griggs, the d i s i l l u s i o n e d  S o u t h e r n  soldier, 
who sums up the theme of this play:
"There are no big m om en ts  you can reach unless yo u ' v e  
a pile of s m a l l e r  m o m e n t s  to s t an d on. That big hour 
of de ci sio n, the t u r n i n g  point in you r life, the 
s o me da y y o u ’ve c o un te d on whe n y o u ’d s u d d e n l y  wipe 
out your past mis ta ke s,  do the wor k y o u ’d n e v e r  do.ne, 
think the way you'd n eve r t h o ug ht .. . - it just 
d o e s n’t come sud de nly . You've tr a i n e d  y o u r s e l f  for 
it w h i l e  wait - or you 'v e let it all run past you 
and f r i t t e r e d  y o u r s e l f  aw ay. I 've f r i t t e r e d  m y s e l f  
away, C r o s s m a n - "  (TAg, p. 541).
In G r i g g s’ sp e e c h ' w e  can see that the c o n f l i c t  be tw een  c ul tu r a l
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idea ls  and b it t e r  r e a l i t y  has led Co ns ta nc e,  Griggs and most 
of the b o a r d i n g - g u e s t s  to d e l u s i o n s  about th e m s e l v e s ,  about 
the past and about realit y.
The same theme is c l ea r in .APF and.TLF: it 1 ea_ds Lavinia. 
to d e m e n t i a  and B i r d i e  to a l c o h o li sm . In his s e l f - c o n f r o n t a t i o n  
G ri gg s bla mes  t h ei r  i n a c t i o n  and the w a s t i n g  of time w h i c h  
p r e v e n t e d  them  from r i p e n e s s  in the au tum n of t h e ir  lives.
Miss H e i l m a n  a t t r i b u t e s  this ce nt ra l sp eec h to Hammet:
"Yes, the b as ic  idea was his. Dash was hi pp ed  on''the 
subject. Dash w o r k e d  at it far h a r d e r  than I e ve r  
have, as his death pr ov e d . "  ^  ^
C r o ss ma n is the o b s e r v e r  of life, c r i t i c a l  of his 
fr ie nds , lonely and d run ke n. He is a man who is crossed, 
p u z z l e d  and s k e p t i c a l  in his se arc h for the m e a n i n g  of life.
In his s e l f - c o n f r o n t a t i o n  he tells C o n s t a n c e  about his 
n o s t a l g i a  for the past, his d e l u s i o n  about his pr es e nt  and 
co n c l u d e s  b i t t e r l y  that we can't lie or beget i l l u s i o n s  about 
o u r s e l v e s : .
"I not only w a s t e d  myself, but I w a n t e d  it that 
way." CTAg, p. 544).
His e m b i t t e r e d  ou t l o o k  is also H e i l m a n’s q u o t a t i o n  from 
C h e k h o v’s letters:
"A r e a s o n e d  life w i t h o u t  a d e f i n i t e  out l oo k is not 
a life, but a bur de n and a ho rr or ."  ^  ^
Many c ri tic s ag ree that Miss H ei l ma n d e f i n i t e l y  cast off 
her m e l o d r a m a t i c  de v i c e s  in this play.
As I have a l r e a d y  r e m a r k e d  m e l o d r a m a  is a form  c o h e r e n ti
with a p ol it i c a l  plot b e c a u s e  it i s o l at es  the fo rce s of evil
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and of good. Hiss H e i l m a n  uses m e l o d r a m a t i c  d ev i ce s in _D_C, 
c o m m e n t i n g  on the w o r k i n g - c l a s s e s  in the A m e r i c a n  scene of the 
thi rt ies . She has also e x p l o r e d  w e l l - m a d e  play d ev ice s ir> TLF 
and APF (e.g. sto len  papers]. But she c ha ng es  her i n s i g h t  in 
T A g , w i t h o u t  using vi ole nc e.  She d o e s n ’t sh ow  human na tu re  as 
black or white, but as a c o m p o s i t e  of grey, s h o w i n g  the ugly 
and nice a sp ect s of it.
It is a h ig h e r  v e r i s i m i l i t u d e  wh ich  shows the g r e a t e r  
c r a f s m a n s h i p  of the author.
In this play b l a c k m a i l  has also d i f f e r e n t  levels: love 
as a b rib e to get f in a n c i a l  r e w a r d s  to se cu re  s o m e o n e’s 
aff ect ion . It is also p r e s e n t e d  in S o p h i e ' s  b l ac km ai l:  she 
shows that the S o u t h e r n  code allows b l a c k m a i l  as a re w ar d for 
" s t ai ne d virtue ". .
B l a c k m a i l  turns out to it S o p h i e’s aims and it b e n e f i t s  
both b l a c k m a i l e r  and b l a c k m a i l e d :  Nick and Nina are r e j o i n e d  
ag ain  b e c a u s e  of this ’i n c i d e n t’ and So ph i e  will  a c h i e v e  her 
aim of r e t u r n i n g  to Europe.
W hil e TLF and /\PF p o r t r a y e d  h i s t o r i c a l  and e c o n o m i c  
tr e n d s  in the S o u t h e r n  R e c o n s t r u c t i o n ,  TA_ and TAg show the 
m o o d ’"of t w e n t i e t h - c e n t u r y  Deep South, p o r t r a y i n g  the s t e r i l i t y  
and s h a l l o w n e s s  of a d e c a d e n t  s oc i e t y  tr yi n g  to j u s t i f y  itself.
C o n s t a n c e ' s  e x a g g e r a t e d  r o m a n t i c i s m  and her S o u t h e r n
code of ho no ur  makes her acc ep t S o p h i e ' s  b l a c k m a i l  as a
d i g n i f i e d  exit for her niece. This i n v o l v e s  Ruth B e n e d i c t’s
"shame c u l t u r e” pattern, w h e r e  the i n d i v i d u a l  feels h i m s e l f
g u i l t y  be f or e the c o m m u n i t y  and thus is s u s c e p t i b l e  to■i
bl a c k m a i l .  As most of the c h a r a c t e r s  are S o u t h e r n e r s ,  they
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share the same c u l t u r a l  code thus b ei ng  s u s c e p t i b l e  to 
S o p h i e’s b l a c km ai l.  They acc ept  b l a c k m a i l  as a way to qu ie t 
the c o m m u n i t y’s s ca nd al  - m on g e r i n g .
On the o t h e r  hand. N o r t h e r n  m a t e r i a l i s t i c  values a p p e a r  
in the b e h a v i o r  of o t he r ch a r a c t e r s :  they use m on ey  to buy 
love. B u y i n g  love with m on ey  i m p l i e s  an i n d i v i d u a l  sense of 
guilt, in the sense of t h e i r  f a i l u r e  to come to terms with 
love and life and b ec o m e  s e I f - f u  Ifu 1 led as human be ing s and 
lovers. It is a sort of f i n a n c i a l  b l a c k m a i l  w hi ch  shows that 
the cold m a t e r i a l i s m  of N o r t h e r n  c o m m u n i t y  has been a d o p t e d  by 
the D e n e r y s  and the El li s es  in T A g .
In this play Miss H e i l m a n  do e s n ' t  p o r t r a y  b l a c k m a i l  
r e l a t e d  to a hi s t o r i c a l  context, like she has done in her 
I b s e n i a n  plays [TLF, DC, WR, TSW), but b l a c k m a i l  is sh own  as a 
s o l u t i o n  for i n d i v i d u a l  p r o bl em s of the c h a r a c t e r s  [e.g. 
S o p h i e’s return to Europe).
It is also related, it se ems to us, to a c o m p r o m i s i n g ,  
v a c c i l a t i n g  e l em e nt  fro m the s t a n d p o i n t  of old age that the 
p l a y w r i g h t  c r i t i c i z e s  in herself. She seems to be l on gin g for a 
more d e f i n i t e  o ut lo ok  on life for the "w as tin g of time" that 
she b la m e s  h e r s e l f  for in An U n f i n i s h e d  W o m a n . In TAg, Miss 
H e i l m a n  has r ea ch ed  m a t u r i t y  and goes back to the past l oo ki ng  
for the m e a n i n g  of love and life.
It may also lead us to c o n c l u d e  that in spite of her 
p o l i t i c a l  c o m p r o m i s e s ,  the road w h i c h  leads her from I bs en to 
Chekhov, her turn fro m p o l i t i c a l  the me s to a more p e r s o n a l  and 
f a t a l i s t i c  w o r l d  view, is the same path that leads her t ow a r d  
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C H A P T E R  IX
TOYS IN THE A TT IC (I960)
Toys in the At ti c is set in the B e r n i e r s  house in New 
Orleans. As the play begins, the two s i s t e r s  Anna  and Car rie  
B e r n i e r s  are t a l k i n g  about t he i r lives and about th ei r pl an s 
for the future. L a te r  on A l b e r t i n e  comes and tells them  that 
th ei r y o u n g e r  b r o t h e r  Ju l ia n is coming back home with his 
w i f e , L i l y .
Anna and Ca rr ie  r ec eiv e him very ha p p i l y  but are 
p uz zl ed  when they d i s c o v e r  that Julian, who has always been 
a f a il ur e in busin es,  has be c o m e  very rich. Carrie B e r n i e r s  
is p o r t r a y e d  as a r o m a n t i c  S o u t h e r n  lady who c ul t i v a t e s  
"m agn ol ia  dreams". A f t e r  a visit to the ce met er y,  she qu ote s 
an i n s c r i p t i o n  w h i c h  shows her r o m a n t i c  vis io n about the 
Chil-varic S o u t h e r n  e n t e r p r i s e  du ri ng  the war:
”Un homme brave, mort pour la cite pendant la 
g u e r r e . "  ( T A , p . 667)
Wh il e Anna is more r e a l i s t i c  and tries to learn Fr en ch  
in or de r to go to Europe,
Like Reg ina  Hub ba rd , w ho se  "dream of s uc ces s " is to go to
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Chi c ag o,  the two s i st er s c he ri s h i l l u s i o n s  of g oi ng  to Eu ro pe  
till they r ea li ze  by the end of the play it has been n o t h i n g  
but a dream.
Jul ian  ar ri ve s and s ho wer s them wit h i m p r e s s i v e  gifts: 
fur coats, a piano, a new r e f r i g e r a t o r ,  the m o r t g a g e  of t h e i r  
house and two ti ck et s to Europe.
In s tea d of r e j o i c i n g  they bec om e p u z z l e d  over  those 
g if ts and try to guess the s ou r c e  of J u l i a n’s money. Act Two 
shows the c o n f r o n t a t i o n s  b e tw ee n Lily, J u l i a n’s fr a g i l e  and* 
m y s t i c a l  wife and her mother, A l b e r t i n e  Prinne. The la tte r is 
a wise, rich w o ma n with a str on g c ha rac te r. A l b e r t i n e  K e e p s  a 
Negro c h a u f f e u r  as a lover and this makes Lily jealous. 
A l b e r t i n e  m e n t i o n s  L i l y’s "night e xe r c i s e "  (TA, p. 714} wh ich  
was d e s c r i b e d  by her d a u g h t e r  as a m y s t i c a l  e x p e r i e n c e  in the 
slums of New Orlean s,  w h e r e  she has e x c h a n g e d  her di a m o n d  ring 
( J u l i a n’s gift) for a "knife of truth". A l b e r t i n e  tries to 
talk sense to Lily. M e a n w h i l e  Ju li an  ar ri ve s and tells 
A l b e r t i n e  the sou rce  of his fortune: t h r o u g h  b l a c k m a i l  he will 
sell a piece of s w a m p l a n d  w h i c h  Mr W a r k i n s , a p o w e r f u l  law ye r 
and tycoon, needs to use in a b u s i n e s s  ventu re.  As he tells 
A l b e r t i n e  this, he feels a sense of s e l f - a s s e r t i o n ,  a se nse of 
being, for the first time, cl os e r to the m y s t i q u e  of su cc ess  
that his sist er s made him b e l i e v e  i'n . But his s is ter s and wife 
woultl ra t he r that he rem ain  f i n a n c i a l l y  d e p e n d e n t  on them.
Lily feels i n s e c u r e  about J u l i a n ' s  f or tu ne b e c a u s e  she 
b e l i e v e s  Julian m a r r i e d  her for tier money. C a r r i e’s i n c e s t u o u s  
d e s i r e s  towa rd s him makes her af rai d of loo sin g Jul ian  foreve r. 
By the end of the second act we, have the two sisters' 
C o n f r o n t a t i o n  with the truth: Anna tells Ca rrie that Jul ia n has
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once sl ept with C h a r l o t t e  War ki ns , r e v e a l i n g  the sou rce  of 
J u l i a n’s fortu ne.  She also r ev ea ls  to «C ar rie , the la tt er 's  
i n c e s t u o u s  desi res  t ow a r d s  Julian, b l a m i n g  her lust for 
J u l i a n’s e s t r a n g e m e n t .  In the th ird  act Jul ia n is close to 
f u l f i l l i n g  his r o m a n t i c  d r ea m of r e s c u i n g  a lost and u n ha pp y 
lady (firs W ark in s) from a- rascal (Cyrus Warkin s)  and at the 
same time b e c o m i n g  rich in the bargain. But C a r r i e ' s  
m a l e v o l e n c e  i nd u ce s Lily to t e l e p h o n e  Nr W a r k i n s  and tell him 
the t ru th  about her h u s b a n d ' s  p r e v i o u s  r e l a t i o n s h i p  wi t h Mrs 
War k in s.  W a r k i n s  sends two th ugs to beat up Ju li an  and Mrs 
Wa rk ins . As the play ends Ju li a n  comes back d e f e a t e d  and once 
again e c o n o m i c a l l y  d e p e n d e n t  on his si s ter s and wife.
In her first sp eec h C ar r i e  tells Anna that she had gone 
to the cem etery. Carrie a s s o c i a t e s  her pa re nt s with the Old 
a r i s t o c r a t i c  South. She says that they were bu ri ed  at Mount 
□live instead, of b u r y i n g  them at Mount Great H o p e ' w h e r e  the 
"new, rich p e o p l e’ (T A , p . 607 ] were buried. This d i s t i n c t i o n
New So uth wh ich b el on gs  to the R e c o n s t r u c t i o n  period.
It is i r o ni ca l in de e d  that the p o s t - S e c e s s i o n  
b o u r g e o i s i e  buries people in Mount. Great Hope. To this class 
L i l y 1 and A l b e r t i n e  Pr in ne  belong. But Lily's m a r r i a g e  to Julian, 
C a r r i e ' s  n e v e r -d o -we 11 b r o t h e r  and th eir e x p e r i e n c e  in the 
N o r t h e r n  c o m m u n i t y  was u n s u c c e s s f u l .  Thus t he ir  f i n a n c i a l  
f a i l u r e  in C hi ca g o implies, s y m b o l i c a l ! y ,  that there is no 
hope for the S o u t h e r n  economy.
Even the sisters, Anna and Carrie, who cheri sh  dre am s of 
s u cc es s for th eir brother, r e c o g n i z e  by the end it was but a 
del us io n.  Unlike in TLF w he re  Miss H ei lm a n seems to pra ise  the
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R e c o n s t r u c t i o n  ethos of pro gr ess , here she is ra t he r i r o n i c a l  
s h o w i n g  that it was but an i l l u s i o n  and what rema ins  of the 
S o u t h e r n  e c o n o m y  is d ec ade nc e. In her d e s c r i p t i o n  of thei'r 
house as "solid, m i d d l e  class of a n o t h e r  generation".-., 
" e v e r y t h i n g  in need of r epa ir s" (TA, p. 685), and in J u l i a n ' s  
s u c c e s s i v e  f i n a n c i a l  br e a k d o w n s ,  she shows not only n o s t a l g i a  
for the past but a tr a gi c c o n s c i o u s n e s s  of its u n f u l f i l l m e n t .
As e co no my  goes so do the c h a r a ct er s.  When Carrie c h e r i s h e s  
dr eams about e s c a p i n g  t hei r old house and going to Europe,
Anna is more  r e a l i s t i c  and c o m p l a i n s  over her pr ob le ms  w i t h  
rich p e o p l e  at a sale. Both r e m e m b e r  the past: t hei r a nc e s t o r s ,  
like Ma r cu s Hubbard, were not ki l l e d  in the war  be c a u s e  of 
th ei r f a t h e r’s cowa rdi ce . Ca r r i e  r e ma rk s J u l i a n’s d i s l i k i n g  
his f a t h e r ' s  way of l oo ki ng  at war, w h ic h is a sign that Julian, 
like John, c h er i s h e s  c h i l v a r i c  dr ea ms about the w a r  and its 
h er o i c  S o u t h e r n  image.
Anna, Car ri e and J ul i a n  are a u t h e n t i c  mi dd l e  class 
S o u t h e r n  types. In the first act, A l b e r t i n e  Prinne, comes to say 
that the co upl e is a r r i v i n g  that af te rno on . A l b e r t i n e  is a 
str ong  c h a r a c t e r  who d o e s n’t care about S o u t h e r n  racism. She 
i n fo rm s the sist er s that she has seen Lily w i t h o u t  J u l i a n  in 
New Orlean s.  A l b e r t i n e  c o m m e nt s on the si s ter s as being 
"S o u t h e r n e r s " .  She also s t r e s s e s  that the siste rs are 
"dou ble s",  she ca nnot d i s t i n g u i s h  w h e t h e r  one or the o t h e r  is 
sp e ak in g.  As Miss H ei lm an  states, A l b e r t i n e  is
"the se con d most i m p o r t a n t  c h a r a c t e r  - who a lm o s t
d o m i n a t e s  the p l a y .”
Al b e r t i n e  sees t hr ou gh  people. S5he lives, s e c l u d e d  fr om  reality: 
lives by night and sl eep s by day. She is the c h a r a c t e r  who
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e n du re s b e c a u s e  she d o e s n’t tr o u b l e  anybod y,  p re s e r v e s  her 
i n d i v i d u a l i s m  and faces the truth w h il e  the others are 
deluded.
We may also trace b i o g r a p h i c a l  hi nts  about Mis s’
H e i l m a n’s r e l a t i o n s h i p  with Hammet. T h e i r  r e l a t i o n s h i p  on the 
p e r s on al  as well as on the p o l i t i c a l  level made no c o m p r o m i s e  
with e x t e r n a l  reality, but m a n i f e s t e d  w i t h d r a w a l  and self- 
f u l f i l l m e n t  in iso la t io n.
About the sisters and the wife, Miss H ei lm a n d ec la re s:
... "they find that the man they w a n t e d  to be 
i n d e p e n d e n t  - they h a ve n' t w a n t e d  him that way at 
all. They loved him for be ing the kind of S c h l e m i e l  
that they b ro ug ht  him up to be." ^  ^
Doris Falk traces also b i o g r a p h i c a l  hints about the c h a r a c t e r s ,  
r e l a t i n g  them to P e n t i m e n t o : Anna  and Ca rri e w o u ld  be Miss 
H e i l m a n’s Aunt Jenny and Hannah; A l b e r t i n e  w o ul d be drawn -from 
her g r e a t - a u n t  Lily and her m u l a t t o  ch affeur. Lily, a c c o r d i n g  
to Falk, is drawn from  her memoi rs'  in An U n f i n i s h e d Woman: at 
the age of tw elv e the p l a y w r i g h t  had the fear  of losing love. 
She felt a m b i v a l e n c e  to wa rd s money, r e j e c t i n g  and at the same 
time r e c o g n i z i n g  its power.
Miss H ei l m a n  de cl are s about Lily:
"the girl is kind of sadly wacky, not crazy, but
f 3 ]fey, d is jo in te d,  and sweet and l o s t .”
When Lily arr ive s she acts s t r a n g e l y  b e c au se  she fe els 
i n s e c u r e  about J u l i a n s’ l o v e 'for her.
Un l ik e Nina Denery, who uses m o ney  to tier a d v a n t a g e  with 
her husband, Lily feels i n s e c u r e  about it and is afraid of 
losing J ul i a n  now that he has be co me  r i c h . A l b e r t i n e  m e n t i o n s
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L i l y ’s ord ea l in the New O r l e a n s  slums, and her e x c h a n g e  of 
J u l i a n’s gift (a d i a m o n d  ring) for a vKnife of truth". Lily 
is je a l o u s  about H en ry  and Alb ert  ine's love a f f a i r  and iff 
c o m p l e t e l y  lost now that Ju l ia n may leave her.
Be f or e t he ir  ar ri val  C ar r i e  c o m m u n i c a t e s  that she has 
sent' a m o ne y o r de r of- one t h o u s a n d  do l l a r s  to Julian.
Th er e is also an ir o ni c c o u n t e r p o i n t  when Julian 
ar r ive s with p r e c i o u s  gifts: fur coats, two ti ck ets  to E u r o p e  
and the p a i d - o f f  m o r t g a g e  on the house. He th i nk s that in this 
way he re pay s th em  for the loans he has p r e v i o u s l y  
sq ua nd e re d.
But Ju li a n had m i s i n t e r p r e t e d  t h e i r  d r e a m  of succes s:  
n e i t h e r  of the three wo men w o ul d like him to be s u c c e s s f u l  
and his i n c a p a c i t y  in b u s i n e s s  was t h ei r w e a p o n  to keep him 
de p e n d e n t  upon th'em.
In C a r r i e’s sp eec h on t h e - S e c o n d  Act there is a 
C h e k h o v i a n  haze: her s e l f - r e a l i z a t i o n  that y o ut h has faded.
A d le r has w r i t t e n  an ar t i c l e  w h ere  he c o m p a r e s  _TA with 
C h e k h o v’s The Three S i s t e r s : the s is te rs  who b e l i e v e d  in an 
i m p o s s i b l e  d r ea m just to r e a l i z e  later on that it was but a 
de lu sion. What they have al w ay s w a n t e d  is the status quo ante 
r e s t o r e d .
Like Rose Griggs who uses her heart a il men t as a bribe
to save her m ar ri ag e,  L i l y’s s a d o m a s o c h i s t i c  i m p u ls es  lead her
to hurt h e r s e l f  with the knife of truth to ob l ig e J ul i a n  to
sleep with her. Like Lavinia, in APF, Lily's r e li gi ou s m a n i a  drivesi
her almost' crazy and leads her to d e n o u n c e  her husband-'s
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b l a c k m a i l  wh ich r e s u l t e  in his e c o n o m i c  de fea t by Cyrus 
W a rki ns .
Un l ik e W i ll y .Lornan in Death of a S a l e s m a n , Julian 
h a s n ’t d r ea me d the w r o ng  d r ea m but his si s t e r s  did it for him. 
As he says:
"Anyb ody  a ske d what I m i s s e d  most in C hi ca go  I'd 
have said a bayou, a bowl of c r ay f is h,  a good gun 
for a fl igh t of wi l d ducks com ing  over - going to 
buy a little place up there, first t h i n g .” [TA, p. 
721 ) .
Julian w a n ts  a s i m p l e r  life, close to nature. He plays 
the role of the 'u nw il lin g b l a c k m a i l e r’ b e c a u s e  his values 
(" av er si on  to m o n e y  go dd e s s "  - TA, p. 751) had been c o r r u p t e d  
by a m a t e r i a l i s t i c  social ethos t h ro ug h  his sisters. He sh a re s 
c h a r a c t e r i s t i c s  of John B ag t r y  and N i c k  Denery, a blend of 
m od e r n  S o u t h e r n  Ca val ie r: p r o t e c t i v e  t o wa rd s his ladies and at 
the same time very d e p e n d e n t  on them in p u r s u i n g  their d r e a m  
of success..
J u l i a n ' s  defeat is f o r e t o l d  b.y Al b e rt  ine, when he tells 
her that hi's f o r t u n e  d e ri ve s from his b. lac km ai l i n g  Warkins :
A l b e r t i n e  - ”1 know tycoons, are not r oma nti c
about m on ey and the h a p p i n e s s  it buys." 
C.T A , p . 7 2 6 1.
But b l a c k m a i l i n g  W a rk i ns  into bu yi ng  two acres of s w a m p l a n d  
br in gs  Julian a f e e l i n g  of s e l f - a s s e r t i o n :
"It's bad for a man to feel gone... Like a miracle .
I go in to see this ba s t a r d  shaking, and I come out
k n o w i n g  I did fine, k n ow in g I ’m goin g to be all 
right for ever." (TA, p. 723).
Once ag ain b l a c k m a i l  has to do wi th  a "hidden secret"
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in the past: it has only been p o s s i b l e  be c a u s e  firs W ar ki ns,  
who has once been J u l i a n ' s  m is t r e s s ,  told him her h u s b a n d ' s  
secret.
Like in APF and TAg b l a c k m a i l  also ser ve s a good 
purpose: Mrs Warki ns,  like L a v i n i a  or Sophie, will be r e s c u e d  
fr om  a lo vel es s en g a g e m e n t .
But Ju li an is a lw a y s  the r o m a n t i c  C a v a l i e r  se e k i n g  a 
life cl os e r  to nature:
Jul ian  - "Maybe I s ho u l d  have stayed. They sai d £ 
was b e t t e r  with  a m u s k r a t  boat than any 
Cajun, b e t t e r  w i t h  a gun. A nice li ttl e 
shack and a m u sk ra t  boat, all the 
b o b w h i t e  you could ever want.,’ (TA , p.
7 36 ) .
□ nee. again he r e i n f o r c e s  his s i m p l e r  way of life, his 
n o s t a l g i a  for a cl o s e r  c on tac t wit h nature, his r o m a n t i c i s m  
about it as be ing better: than be ing a tycoon.
But Ca rr ie 's  w i c k e d n e s s  when she d i s c o v e r s  J u l i a n ' s  
past relation's hip with C h a r l o t t e  Warkin s, i n s i n u a t e s  to Lily 
that Mrs W a r k i n s  is go ing to fo ll ow  them  to New York and 
in du ce s Lily to t e l e p h o n e  Mrs W a r k i n s  u n v e i l i n g  the 
b l a c k m a i l  to him.
Carrie, like B l a n c h e  Du bo i s in W i l l i a m s ' s  A S t r e e t c a r  
Named' D e s i r e , shows the d i v i d e d  ps y ch e of the author.
B la nc he  plays the r e f i n e d  d e l i c a t e  lady and the 
f l i r t a t i o u s  a dv en t u r e s s .  She is at once fragile , modest, 
gr ace ful , delicate; at the same time she is the v i v a c i o u s  
a d v e n t u r e s s  who flirts and dares and teases. Like B l a n c h e  
Dubois, Carrie is d i v i d e d  be t wee n the m y s t i q u e  of the S o u t h e r n
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woman, w hi ch  im pl ie s d o m e s t i c  v i r t u e s  and s e l f - s a c r i f i c e  and 
her selfi sh,  i n c e s t u o u s  d e si re s for he-r b r o t h e r  w hi ch  c o n d u c t  
Ju l i a n  to his downfall.
Hiss H e i l m a n  shows love Cin this case, i n c e s t u o u s  love] 
as a p o w e r  to s u b j u g a t e  pe op le  to o n e ’s will.
Like H i l l e r  she also shows the pa r a d o x  of the myth of 
success: money, and greed br ing t ra g i c  ev en ts  to people.
T her e is also a c o n f r o n t a t i o n  b e t w e e n  the c h a r a c t e r s  
wh ic h shows Hiss H e i l m a n ' s  deep p s y c h o l o g i c a l  insight: Anna 
te lls Ca r ri e about her i n c e s t u o u s  f e e l i n g s  for Julian, and 
Ca rri e st a te s that she hates Anna.
On the o th er  hand, A l b e r t i n e  ad vi se s Lily:
"the pure and the i n n o c e n t  often br ing  harm to 
t h e m s e l v e s  and th ose they love and when  they do, 
for some reason the injury is very g r e a t .” (TA, p. 
721) .
A lbe.r tin e' s p r o p h e t i c  wo rds  are f o l l o w e d  by Lily's call, 
wh ich  sets u p - W a r k i n s’ revenge. He sends two thugs to slash 
both of them. When Jul ia n arr iv es  he is be at en  and hurt in his 
pride. But he still shows his g e n t l e m a n l y  beh avior: he feels 
pity -for Mrs W a r k i n s ' defeat. Un li ke  the H u b b a r d s  he d i s p l a y s  a 
code of honour: he h a s n ’t b e t r a y e d  the b l a c k m a i l  secret. He 
cannot guess the truth, but h e ’s ab.ash.ed t h i n k i n g  h i m s e l f  a 
f a i l u r e  as a b u s i n e s s m a n .
Now Jul ian  d i s t r u s t s  Ca r ri e and almost sees the truth:
Jul ian  - " Y o u’re smiling . What the hell's there to 
1 smile at? You like me this way?" (TA, p.
7 5 0). ■ j
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He also gives a sp eec h w h i c h  r e i n f o r c e s  his reprobation 
of b l a c k m a i l :  *
Ju li an  - "Old saying, mo ney  is a real pure lady and 
when the w o r l d  began she swore her.self an 
oath n e v e r  to be lo n g  to a man who di dn 't  
love her.. I n e v e r  loved her and she 
g u e s s e d  it."  (TA, p. 751).
In a hop e le ss  way, J ul i a n  like Ba g tr y has c h e r i s h e d  
Qui x ot ic  i l l u s i o n s  about himself. F i n a l l y  he e x p r e s s e s  what is 
to be co m e  the S o u t h e r n  c o n d i t i o n  itself:
"I've ne ver  been be a te n in my life. ... ( Softly, 
d e s p e r a t e l y ) .  No b od y ever beat me up before. May be 
once it starts ..."(TA, p. 751).
We w o u l d  c o n c l u d e  that J u l i a n’s e x p e r i e n c e  m a tc he s the S o u t h e r n  
c on dit ion : once its a g r a r i a n  e c o n o m y  has been d e s t r o y e d  by the 
Civil War,, the South tried, h o p e l e s s l y ,  to r ec ov er  and m atc h 
the N o r t h e r n  pat t er n u n s u c c e s s f u l l y .
As Ho rt on  and Ed wa rds  o b s e r v e  in B a c k g r o u n d s  of A m e r i c a n  
L i t e r a r y  Thou-ght most of ' the S o u t h e r n  w ri te rs  show in t h e i r  
w o r k s  themes wh ich  are in t h ei r  e s s e n c e  the stuff of 
tragedy:: "the r e al it y of the dream, the u n s h a k a b l e  hold of the 
past,-, the Lost Cause, the se nse of pe rs on al  and social guilt,... 
the dark night of the soul in that t o r t u r e d  and tr agi c 
1 a n d «_ ■
It seems to us that TA s u m s - up in its title these
tr ag ic  a s s u m p t i o n s :  b ec aus e the a tt ic is the place w h e r e  you
keep old r e m e m b r a n c e s .  Etymo logi ca lly , "toys" is a) an obj ec t
for c h i l d r e n  to play with  or b 1 a sp ec ia l breed of dog kept asi
a pet.
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And all the c h a r a c t e r s  in _TA be l on g to this sp ec i al  
breed [ So ut he rn er s]  and r e p r e s e n t  its, e c o n o m i c  and social 
d e c a d e n t  con dit io n.
J u l i a n ' s  moral c o n f u s i o n  be t w e e n  N o r t h e r n  m a t e r i a l i s t i c  
val ues  and S o u t h e r n  code of ho no ur  is d i s p l a y e d  in the plot.
As Ju lia n says, he.doesn't adore' the ”mon e y  g o d d e s s” but at the 
same time he tries to come to terms wi t h the m y s t i q u e  of 
s u cc es s his si st er s w a n t e d  for him.
J u l i a n  is also the c h i v a l r o u s  g e n t l e m a n  who protects« 
his ladies, l a vi sh in g i m p r e s s i v e  gi fts on them and tries to 
relie ve  t he ir  e c o n o m i c  s h o r t c o m i n g s  in his b u s i ne ss  deal. He 
also d i s p l a y s  a sense of S o u t h e r n  ho n o u r  when after being 
beaten up by Warkin s' thugs he wants to assure Mrs W a r k i n s  
that he hasn't b e t r a y e d  th eir b l a c k m a i l  secret. B l a c k m a i l  in 
this play is used as a me ans to solve i n d i v i d u a l  p r o b l e m s  of 
the c h a r a c t e r s  (Mrs Warkin s' and J u l i a n ' s  tro ub les ] and it is 
not linked to a hi s t o r i c a l  con tex t like in her previou s 
plays.
In. his final de feat Ju li an  ad mit s that he didn't re al ly  
b e li ev e in cold m a t e r i a l i s m  and his code of hon our  p r e v a i l e d  
over-, his f i n a n c i a l  in te res ts . He is not able to fo l l o w  the 
same path taken by ru thl es s e n t r e p r e n e u r s  like Cyrus Wa r k i n s  
be c a u s e  his sense of honour w o u l d n ' t  al low him to do it.
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( 1 )
( 2 ) 
( 3 )
B i b l i o g r a p h i c a l  r e f e r e n c e s
r
R i c h a r d  G. S ter n - "Lilli an H e i l m a n  on Her P l a y s”, 
C o nt ac t 3, 1959, page 117.
I b i d . page 118.
Ibid. page 117.
(4) - Rod W.. No r t o n  and H e r b e r t  W. E d w a r d s  - B a c k g r o u n d s  of 
A m e r i c a n  L i t e r a r y  Thought, P r e n t i c e  Hall, Inc., New 
Jersey, 1974, page 450.
C O N C L U S I O N
L il li an  H e i l m a n’s plays are c r ow de d with c h a r a c t e r s  who have 
a code of honour. There is also a se nse of guilt about a hi dde n 
secret in t he ir  past w h ic h makes them s u bj ec t to bla ckm ail . 
They feel a sh am ed  when they must face the truth about 
t h e m s e l v e s  and t h e ir  i l l - d o in gs . Those moral a s s u m p t i o n s  in 
H e i l m a n’s plays im ply her C a l v i n i s t i c  or at least m o r a l l y  
d e t e r m i n i s t i c  o ut lo o k on their lives.
B e c a u s e  of t h ei r sense of guilt pe o pl e are subje ct  to
s'b l a c k m a i l  and they are, in a H a w t h o r n e s q u e  way, a c t u a l l y  
d e s t r o y e d  by the truth.
. The A m e r i c a n  e c o n o m i c  p a tt er n  ch a n g e d  a f t er  the Civil 
War fr om  one of i n d i v i d u a l  e n t e r p r i s e  into one of mass 
prod uc ti on , m a c h i n e  t e c h n o l o g y  and f i n a n c i a l  ca pi ta li sm . Hiss 
He i l m a n  shows in the Hu b b a r d  plays LT L F , A P F ) that man in his 
gr eed for money and power, has e x p l o i t e d  his fellows, has 
d e s e r t e d  god for Mammon, and has in v o k e d  th.e m a c h i n e  (.e.g. 
cotton m ill s in T L F ] . The p o s t - w a r  South, is m a r k e d  by the 
gr ow th of an amoral and i m p e r s o n a l  e t h i c s  as th.e i n s t r u m e n t  of 
man's rapacity.
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Man has drawn f ro m scien ce the text that j u s t i f i e d  
his actions: the e v o l u t i o n a r y  th esi s of t h e " s u r v i v a l  of the 
fi tte st" . Thus life under the b a n n e r  of e v o l u t i o n a r y  t h o u g h t  
was a s t r u gg le  for s u r v i v a l  as grim and less hopef ul  than 
before. This d e t e r m i n i s t i c  d o c t r i n e  al l o w e d  u nf a i r  c o m p e t i t i o n ,  
b l a c k m a i l  and c h e a t i n g  as- the me ans w he re  by "the strong" 
pile up huge p e r so na l f o r t u n e s  [e.g. H u b b a r d s  in T L F and A P F ] , 
c r u s h i n g  with their predacit'y e c o n o m i c a l l y  l e s s - f a v o u r e d  
people.
H e r e d i t y  also plays an i m p o r t a n t  part in this 
d e t e r m i n i s t i c  view of society: it p o r t ra ys  D a r w i n’s d o c t r i n e  
of "natu ral  s e l e c ti on ",  w hi ch  holds that in the s t r u gg le  for 
e x i s t e n c e  the a d v a n t a g e  goes to those o r g a n i s m s  which d e v i a t e  
fr om  the norm and w h o s e  d e v i a t i o n  is best a d a p t e d  to th eir  
e n v i r o n m e n t .  T r a n s l a t i n g  this d o c t r i n e  to the social cont ext  
we see that M a r c u s ' s  b e h a v i o r  (e.g. a c q u i r i n g  a f or tu ne  
t h r o u g h  il li ci t way in APF) fits ‘the ethos of S o u t h e r n  
R e c o n s t r u c t i o n .  It will also be r e p r o d u c e d  in his c h i l d r e n’s 
b e h a v i o r  (.TLF), who will be m o r a l l y  c or rup ted , c h e a ti ng  and 
b l a c k m a i l i n g  each ot he r in this never - en din g c o m p e t i t i v e  
contest. In th eir p r e d a t o r y  u n i v e r s e  there is no place for the 
old va lu es like ho nor  and dignity, ( r e p r e s e n t e d  by Birdie, 
B ag t r y  and Horac e),
A l t h o u g h  L il li an  H e i l m a n  seems an en g a g e d  p l a y w r i g h t  in 
e a r l i e r  p l a y s . l i k e  WR_ and D_C and to some extent in APF and TLF 
w h er e she r e b ui ld s  the S o u t h e r n  R e c o n s t r u c t i o n  ethos of 
pro gre ss,  she f i n a l l y  d e c l ar es  h er se lf  not s t r o ng ly  r ad ica l 
in politics:
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"It s ad den s me now to admit that my p ol it i c a l
c o n v i c t i o n s  were  n e ve r  very radical, in the true,
t
■best, s e r i o u s  s e n s e . ” (A_n U n f i n i s h e d  W o m a n , p .
10 1 ]
She also ad mit s her n o n - o r t h o d o x y  in her r e l a t i o n s h i p  with 
Ha m me t in A_n_ U n f i n i s h e d  W o ma n :
"A w om an  who was n ev er  to be c o m m i t t e d  was fa c in g 
a man who al r e a d y  was. For Hammet, as he was to 
prove years later. S o c i a l i s t  be l i e f  had b e c o m e  a 
way of life... I was trying, w i t h o u t  K n o w i n g  it', 
to crack his faith, sen se d I c o u l d n’t do it ..."
(p. 102)
She also a d o p t e d  a m or al  p o s i t i o n  in the H o u se  Un - A m e r i c a n  
A c t i v i t i e s  C o m m i t t e e  defen ce.  She d e c l a r e d  that she w o u ld  
t e s t i f y  for h er s el f .but w ou ld  not tell the C o m m i t t e e  about, 
a n y b o d y  else. As she d e c l a r e s  in S c o u n d r e l  'T i m e :
"My b el i e f  in l i b e r a l i s m  was m o s t l y  gone, I th ink . 
I have s u b s t i t u t e d  for it s o m e t h i n g  pri vat e 
called, for want of s o m e t h i n g  that sh oul d be more 
acc ura te,  de ce ncy .. . There was n o th in g s t ra ng e 
Sbout my problem, it is na tiv e to our time; but 
it is p a in fu l  for a na t ur e that can no lo nge r 
accept l i b e r a l i s m  not to be able to accept 
r a d i c a l i s m . "  (p. 110)
Miss H e il ma n  a dm i t s  here that she was not a radical, but, like 
her "engage" he roes s h e' ha s a sense of p e r so na l r e s p o n s i b i l i t y  
t ow ar ds  ot her s w hi ch  will take' her to a fa mou s d e c la ra ti on :
”1 cannot and will not cut my c o n s c i e n c e  to fit 
this ye ar' s f a s h i o n”. (S c o u n d r e l  T i m e , p . 9 0)
She pr-esents her i d e a l i s t i c  code of honour, w i l l i n g  to tell 
the truth about h er s e l f  but unable to tell "on" people. In 
doing so, she re fu ses  to be m a n i p u l a t e d  by the sys te m into
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b e c o m i n g  a "f rie nd l y w it n es s" , c o l l a b o r a t i n g  with  the HUAC  
c o m m i t t e s  as did Miller, Elia Kazan and C l i f f o r d  Odets.
As Ga rry W i ll s has w r i t t e n  in his i n t r o d u c t i o n  to 
S c o u n d r e l  Ti.me :
"Lill ian  ; H e i l m a n  grew  up in the South, a p la ce of 
a m b i v a l e n t  moral f e r o c i t i e s ,  but also of i n t e n s e s t  
p e r so na li s m.  She is to i d e o l o g y  what F a u l k n e r  was 
to r ac i s m  - too en g a g e d  in p e r s o n a l  loves and 
hates to sort out ha tr ed  on a progr am.  This cold 
face of i d e o l o g y  is so di s t a n t  fr om  Miss H e i l m a n ' s  
moral w o rl d as to be al mos t i nv isi ble . She has 
spent her life c r e a t i n g  vi vid  and i n d i v i d u a l  
pe opl e on the stage; the t h o u g h t  of a Mac Ca rt hy  
intent on d e s t r o y i n g  w h ol e c l as se s and types of 
pe ople is alm os t too h o r r i b l e  for her to c o n ­
template. [S c o u n d r e l  T i m e , p. 30)
■Miss H ei l m a n  reacts a g a in st  Mac Ca rth y and his c o m p a n i o n s  as 
a thr ea t to human ri ght s and f u r t h e r m o r e  she p e r s o n a l l y  bla me s 
A m e r i c a n  i n t e l l e c t u a l s  and liber als  who did not react a g ai ns t 
him.
We have seen tliat bl ac km ai l,  is c l o s e l y  tied to 
H e i l m a n’s i d e al is t code of honour. B l a c k m a i l  may be c a t e g o r i z e d  
in two ways: f i n a n c i a l  or e m o t i o n a l  bla ck ma il . In the first 
pa t t e r n  the b l a c k m a i l e r  seeks power, s w i n d l i n g  and c h e a t i n g  
pe o pl e for the sake of m on ey  in o r d e r  to get social p r i v i l e g e  
and fi na n c i a l  profits. In the e m o t i o n a l  b l a c k m a i l  patter n, the 
b l a c k m a i l e r  uses p e o p l e ' s  emotion, and th r o u g h  fla ttery, sex 
ah@ s l a n d e r  coerces the o t h er  to su bmi t to his own will.
B l ac km ai l in Miss H e l l m a p’s S o u t h e r n  plays i n v o l v e s  
Ruth B e n e d i c t ' s  "shame c u l tu re " pattern: the i n d i v i d u a l  feels
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an e x a g g e r a t e d  guilt be fo re  the a g r a r i a n  co mm un ity .
As in " N o r t h e r n’ plays, b l a c k m a i l  im p'l ies a s e p a r a t i o n  
b e tw ee n the image and the reality, but it also s p e c i f i c a l l y  
in v o l v e s  the S o u t h e r n  code of honour. As an e x am pl e  we have 
M a r c u s ' H u b b a r d  in A P F : the so u r ce  of his f o r t u n e  was 
c o n s i d e r e d  i l l e g i t i m a t e  by L av i n i a  b e c a u s e  he has st o le n from  
the blacks and has led' i n a d v e r t e n t l y  the Union troop,s to the 
m as sa cr e.  L a v i n i a  w r ot e these ev ent s into the fa mi ly  Bible, a 
sou rce  of truth. P a r a d o x i c a l l y  L a v i n i a’s c o n c ep ts  about 
r i g h t e o u s n e s s  of ac tio n and her code of ho no ur  lead her to 
b l a c k m a i l  her h us b an d and ob t ai n her f r e e d o m  to found a Ne gr o 
school at A l t a l o o s a  to e x pi a te  her f a m i l y’s guilt. Ma rcu s 
feels so g u i l t y  be f or e  the c o m m u n i t y  that he is af r ai d they 
could come to lynch him and s ub m it s to his wi fe 's  e m o t i o n a l  
b la c k m a i l .  This is an e x a m p l e  of b l a c k m a i l  used for a
• ’ben e v ol en t'  end to cure blackmail,.
”In other plays we also find blackmail which will have a benevolent 
end. In WR Kurt’s intended bribe to the Nazi guards is an attempt to 
release the prisoners from the German camps. It is a kind of blackmail 
which has an humanitarian-purpose: it is concerned with mankind welfare 
and it has not selfish objectives. Another example of blackmail with an 
honourable aim is found in TA when Julian blackmails Mr Warkins in order 
to help his former lover (Mrs Warkins) to escape from an unhappy marria­
ge.’*-
In her e a r l i e r  S o u t h e r n  plays (TLF, APF) Miss He i l m a n  
shows the t r a n s i t i o n  fr om  a S o u t h e r n  a g r a r i a n  to an i n d u s t r i a l  
society. R e l a t i o n s h i p s  am ong the c h a r a c t e r s  change to a 
m e r c e n a r y  basis and b l a c k m a i l  is an i n t e g r a t e d  theme in this 
d e t e r m i n i s t i c  ou t l o o k  on reality. It seems to us that 
b l a c k m a i l  p r e s u p p o s e s  a kind of moral det er mi ni sm , in w h i c h  one
136
can n e ve r esc ap e fro m the c o n s e q u e n c e s  of the past. In the 
C a l v i n i s t  manner, the "sins of the F a t h e r s "  are ’v i s i t e d’ on 
the son's and the s o n ’s own sins are v i s i t e d  on hi m s e l f  later 
in life. As Mar cu s H u b b a r d  i A P F ) has a c q u i r e d  his fo r t u n e  
c h e a t i n g  and b l a c k m a i l i n g ,  so Ben uses like means to de fe at  
his p r o t ot y pe . Later on, Be n's sins [cheating, b l a c k m a i l i n g )  
are used a ga in st  him by Re gi na  ( TLF ) in t he ir  game to se ize 
power.
On the ot her  hand. Miss H e i l m a n  also e x a m i n e s  the 
S o u t h e r n  s o c i e t y  on a p s y c h o l o g i c a l  basis, s ho wi ng  i n c e s t u o u s  
f e e l i n g s  in c h a r a c t e r s  like Ma rc us  H u b b a r d  (APF) and Ca r r i e  
B e r n i e r s  (TA); p o r t r a y i n g  t hei r n a r c i s s i s t i c  w or ld  view. For 
example, Mar cus  H u b b a r d  br ibe s Re gi n a  (APF) with f a s h i o n a b l e  
c l ot he s in or de r to sec ure  her af fe cti on . On the ot her  hand 
Ca r r i e  (TA) bribes Ju l ia n with m o ne y b e c a u s e  she n o u r i s h e s  
■incestuous f e e l in g s t ow ar ds  him and d o e s n’t want to lose him. ■ 
Miss H e i l m a n  p o r t ra ys  here the s u cc es s of e m o t i o n a l  b l a c k m a i l  
b e c a u s e  love has fa i le d .and been tw i s t e d  into i n c e s t u o u s  forms.
In her N o r th er n plays, she po rt ra y s i n d i v i d u a l s  who 
feel a sense of p e r so na l guilt about th eir pr i v a t e  and pu bli c 
lives. They  are e n t a n g l e d  on t h e ir  p e r so na l p r o b le ms  and seem 
un a bl e to cope with the h i s t o r i c a l  moment. Some of these 
c h a r a c t e r s  are Alex and E m il y H az en  ( T S W ) , A n d r e w  and Ju li e 
Ro d m a n  (DC), the F a r r e l l y s ( W R ) .  In those plays Miss H e i l m a n  
shows Ibse n' s in fl ue nc e,  that is she p res ent s p r o bl em s of 
social s i g n i f i c a n c e  and c h a r a c t e r s  e i t h e r  act or remain as 
by s t a n d e r s ,  a l i e n a t e d  fr om  the h i s t o r i c a l  moment.
W h il e Cassie (TSW), ex cu ses  th eir ' n o n - e n ga ge me nt ' in 
p o l i t i c s  on the g ro un ds  of i g n o r a n c e  and s e l f - c e n t e r e d n e s s  ,
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Sam points to her that they could have p r e v e n t e d  wo rld  d i s a s t e r  
if they had been com mi tt ed .  W hil e t h e - F a r r e l l y s t W R ]  s u c c u m b  
to Count B r a n c o v i s ' s  f i n a n c i a l  b la c k m a i l ,  Kurt ref use s it- and 
mu r d e r s  the Count in o rd er  to. go on in his fight aga i ns t 
Nazism. J u lie  Ro dma n (DC) s ub mit s to W i l k i e ' s  bl ac km ail , who 
t h r e a t e n s  to lie about her r e l a t i o n s h i p  with Whalen, h a r m i n g  
the se co nd  with his lies if she do e s n ' t  s i l e n c e  the truth. 
Wh a l e n  is not s u s c e p t i b l e  to b l a c k m a i l  and goes on in his 
fight a ga i ns t the f a c t o r y  - o w n e r’s e x p l o i t a t i o n .  H e i l m a n ' s  
e n g a g e d  her oes  also f u n c t i o n  as mo ral sa v i o r s  of a c o m m u n i t y  
wh ic h is u n aw ar e of t ho se  perils.
In her N o r t h e r n  play, T CH a sense of i n ne r gu ilt is li nke d to 
b l ac km ai l.  Here b l a c k m a i l  has an el e m e n t  of truth in it de s p i t e  
its m a l i c i o u s  nature: two i n n o ce nt  pe op le  are c o n d e m n e d  by the 
c o m m u n i t y  and i s o l a t e d  from it b e c a u s e o f  the evil w o r k i n g s  of 
a child and her e m o t i o n a l  b l a c k m a i l  of her po we rf ul  
g r a n d m o t h e r .
But Miss Ma rt ha  th ink s about the accusation, and f i n a l l y  
finds h e rs el f guilty of the ch ar ge s of h o m o s e x u a l i t y .  B e c a u s e  
of her inner sense o f ’guilt she de ci des  to commit suicide. In 
this play, w o r k i n g  in a d e v i o u s  way, bl ac k m a i l  shows up the 
truth. It also shows how r e l a t i v e l y  c o n s e r v a t i v e  this en di n g  
is: the w o m en  conde mn t h e m s e lv es , they are not rea lly  the 
v i c t i m  of male bias. Miss H e i l m a n ' s  fi na le  to this play 
r e i n f o r c e s  our vi ew p o i n t  that she is a m o r a l i s t  who is often 
almost  'puritanic' in her c o n c l u s i o n s .
The ’pro t e s t a n t  e t h i c’, we have seen, inv ol v es  a 
p e c u l i a r  fus io n of C a l v i n i s m  a n fl b u s i n e s s  w hi ch  may have had 
its o r i g i n s  in Lu the r's  c o n v i c t i o n  that man can eff ect  good
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w or ks  m e r e l y  by p e r f o r m i n g  well his da ily  ro und  of duties. 
C a l v i n’s i n f l u e n c e  also lies be h i nd  th,e p r o t e s t a n t  b u s i n e s s  
c o m m u n i t y’s be l ie f that t he re is no i n c o n s i s t e n c y  be tw een  the 
a c q u i r i n g  of goods and the c u l t i v a t i o n  of an i nt en se  r e l i g i o u s  
life. It seems to me this is .one of the m o t i v e s  that leads 
Tliss H ei l m a n  to pra ise  the S o u t h e r n  ethos of p r o g r e s s  in the 
R e c o n s t r u c t i o n  period, even wh ile she p or t r a y s  the guilt of 
i n d i v i d u a l s  who a tt em pt  to a c q u i r e  f o r t u n e s  t hr ou g h b l a c k m a i l  
i n st ea d of honest en t e r p r i s e .  As e x a m p l e s  we can recall M a r c u s
*
H u bb ar d in APF and J ul i a n  in T A .
In her N o r t h e r n  plays He i l m a n  f o l l o w s  Ruth B e n e d i c t ' s  
"guilt cu lt u re s"  pattern: here the i n d i v i d u a l  feels a sense of 
p e r so na l gu ilt in r e l a t i o n  to his own actions. It is not the 
co m mu n i t y  who co n de mn s him, ra t he r he c o n d e m n s  himself. This 
may be seen in A n d r e w  Ro dm a n ' s  crisis ov e r his role as f a c t o r y -  
owner, or in J ul ie R o d m a n’s an g u i s h  (DC) f l i r t i n g  both with 
left (Whalen] and right - wing  (E'llicott) id eo lo gi es . It is 
also p o r t r a y e d  in Mrs T i l f o r d’s sense of guilt (TCH) b e c a u s e  of 
her unjust c ha rg es  w h i c h  lead her to of fer m o n ey  to Ka ren as a 
c o m p e n s a t i o n  for slander. Also  we find the F a r r e l l y s ( W R )  who 
feel gu ilt for not given the M ul le rs  the mo ral  support they 
nee de d to fight a ga i ns t Nazism. In T S W , the Haz ens  feel guilt 
b e ca us e they have acted in "bad faith", m ix i n g  up p ri va te  and 
diplo/natic affairs, seeing t h a t’ they have c o l l a b o r a t e d  to 
pr o mot e W or ld  War II.
In the shame cu lt ur e p a tt er n (e.g. Marcus H u b b a r d ' s  b e h a ­
vior) the i n d i v u d a l  ch oo se s to be i d e n t i f i e d  with a p u b l i c  image 
of hi m s e l f  and acts in bad faith* Thus when Marcus H u b b a r d  (APF) 
and Ben and O sc ar H u b b a r d  (,TLF) feel guilt before the c o m m u n i t y  
b e ca us e of a "hidden secr et " in t h e i r  past they act a c c o r d i n g l y
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d e n y i n g  to th eir  se lve s any o th er  p o s s i b i l i t y  to cr eat e t he ir
e s s e n c e  by a c on ti n u a l  p r oc es s of s'elftranscendence t h r o u g h  free
choice. Ac ti n g  in bad fa ith  they are S u bj ec t to b l a c k m a i l  and
they do not fu lf il l all t h ei r p o s s i b i l i t i e s  as human b e i n g s .
On the o t h er  hand, Ruth B e n e d i c t ' s  d e f i n i t i o n  of gu ilt 
c u l tu re s is also linked to S a r t r e’s c on ce pt  of bad faith. B e ­
cause here individual's like An d r e w  R o d m a n  (DC), the Haz ens  (TSW) 
and the F a r r e l l y s  (, W R ) also feel gu ilt b e c a u s e  they esc ap e th eir  
r e s p o n s i b i l i t i e s  t o w a r d s  c o m m i t m e n t  by a c c e p t i n g  a r e a d y - ma d e,  
s o c i a l l y - a c c e p t a b l e  image of t h e m s e l v e s  as t h e ir  true and fixed 
ide ntity. B ei ng i d e n t i f i e d  with a p u b l i c  image of t h e m s e l v e s  
they mix up p ri va te  and p u b l i c  life (.WR, TSW, DC), a p p e a r a n c e  
and r ea li ty  (TCH) and they do not know how to p e r f o r m  th eir  
roles to cha ng e the h i s t o r i c a l  mo m e nt  (TSW, DC, WR). Be c a u s e  
they act in bad f ai th c h a r a c t e r s  like Alex, Ca ss ie  and Emily 
(TSW)., the F a r r e l l y s  (.WR) and the Ro dm ans  (DC) are s u c e p t i b l e  
to b l a c k m a i l  w hi le  p eo p l e  of ’good f a i t h ’ like Sam (DC), Kurt 
M ul l e r  (.WR) and Leo W h a l e n  (.DC) are not b l a c k m a i l a b l e .
In her S o u t h e r n  plays, (APF, TLF, T A g , TA), the old 
S o u t h e r n  so c iet y with its code of ho nou r and the new i n d u s t r i a l  
South, with its imp ort ed , P u r i t a n  - c o m m e r c i a l  values - are 
both f l aw e d  and subj ect  to bla ckm ail . In the fi rst case 
b l a c k m a i l  wo ul d reveal the d e c a d e n t  r o m a n t i c i s m  and 
e x a g g e r a t e d  shame of the i n d i v i d u a l  be f or e the c o m m u n i t y  (e.g. 
Jul ian  in T^A, Ma rcu s H u b b a r d  in A P F ) .
In the second case, b l a c k m a i l  seems to expose the cold 
m a t e r i a l i s m  of i n d u s t r i a l  society, the e g o t i s m  of the P u r i t a n  
capit'alist who may p re t e n d  to b e li ev e in ideals but cares
Y,; fre all y only about m o ne y (e.g. Regina, Ma rc u s  and Ben H u b b a r d  
in TLF and A P F ).
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E m o t i o n a l  b l a c k m a i l  b el on gs  to the first.
S o u t h e r n  cont ext  to a g r e a t e r  extent, w h i l e the f i n a n c i a lt
v a r i e t y  is c h a r a c t e r i s t i c  of a more cynical, less f am i l y  - 
o r i e n t e d  i n d u s t r i a l  society.
H e i l m a n  holds a p a t r i a r c h a l  c o n c e p t i o n  of S o u t h e r n  
s o c i e t y  wh ic h is r e f l e c t e d  i'n' T LF and APF . It is also sub tl y 
p o r t r a y e d  in DC, w ho se  title, as I have me nt i o n e d ,  is a 
q u o t a t i o n  from E c c l e s i a s t e s : in that play the f a c t o r y  - o w n er  
is shown as a good p a t e r n a l i s t  and a moral a r i s t o cr at .
In her Ibsen - i n f l u e n c e d  plays, she p r e s e n t s  social 
issues w h ic h raise e t hi ca l q u e s t i o n s  and ends a play wi th  a 
d i s c u s s i o n  of the p r o b l e m s  set forth in the play. For examp le,  
in TCH, she d is c u s s e s  in the c o n c l u s i o n  the main issues of the 
play. Like Ibsen she deals with  m o ne y as a m a j o r  m o t i v a t i o n  and 
so ur ce of power. She also ado pts  I bs en 's m e li or is m , d e p i c t i n g  
b e l i e v a b l e  c h a r a c t e r s  who can act and cha nge  their de st ini es .
□n the ot he r hand, in her last two plays, (TAg, TA],
Hiss Heilman, a b a n d o n s  t h e road t ow ar ds  " e n g a g e m e n t” and adopts 
a C h e k h o v i a n  o u tl oo k on realit y. She p r e s en ts  a p er so n a l i s t ,  
f a t a l i s t i c  v i e w p o i n t  w h e r e  the S o u t h e r n  c o m m u n i t y  seems 
do o m e d  to a tr agi c decay.
In those plays the Self beco mes  more im po r t a n t  than 
the fate of the land and the c h a r a c t e r s  seem una bl e to act, 
be ing driven by c i r c u m s t a n c e s  r a t h e r  than by their will.
In her s o c i a l l y - c o n c e r n e d  plays the heros had free will 
to act and choose t h ei r destiny, e i t h e r  sta yin g as a■r.b ■ y •-a-1' i •
bystander: w a t c h i n g  d e s t r u c t i o n  (Birdie, Horace, the Hazens, 
the Rodmans) or they ch oo se  t b ' f i g h t  o p p r e s s i o n  and an unjust 
s y s t e m  (Alexandra, Kurt Hüller, Whalen, Sam).
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W h i le  in the I b s e n - i n f l u e n c e d  plays ( T L F , DC, WR, TSW) 
there are some i d e a l i s t s  of "good faith" who are be yon d 
b l a c k m a i l  (Alexandra, Whalen, Kurt and Sam) b e c a u s e  they 
t r a n s c e n d  th eir i n d i v i d u a l  sel ves  and fight for the w e l f a r e  of 
ma nk ind , in her last plays '(TAg, T A ) c h a r a c t e r s  d o n ’t move 
be yo nd  "bad f a i t h”.
B e c a u s e  of th eir "bad f a i t h”. Cro ssm an , Jul ia n and the others 
are led to s e l f - d e c e p t i o n :  they acc ep t some re a d y - m a d e ,  stable 
c o n s c i o u s n e s s  of t h e m s e l v e s  as t h ei r true and fi xed  ide nt i ty .
They deny their c o m m i t m e n t  to a h i s t o r i c a l  moment, thus 
e v a d i n g  th eir  r e s p o n s i b i l i t y  to create t he ir  es s e n c e  by a 
c o n t i n u a l  pro ce ss of s e l f - t r a n s c e n d e n c e  th r o u g h  free choice.
Thus in those last plays (TA, TAg) the c h a r a c t e r s  are led to 
s e l f - d e c e p t i o n  by th eir i na c ti on , t he ir re fu sal  to b e l i e v e  in 
ideals, sh ow ing  H e i l m a n’s f a t a l i s t i c  p e r s o n a l i s m , w h i c h  is not 
. p r e s e n t e d  in her e a r l i e r  plays.
In her Chek hov i-a n- inf lue nc ed plays (TAg, TA), her 
i n t e r e s t s  have s h if te d from  o u t w a r d  c l i m a x e s  to i n w a r d  crises. 
Mood not plot was what m a t t e r e d  to her. Unl ike  her e n g a g e d  
-plays, the c h a r a c t e r’s pl igh t does not raise eth ic al  q u e s ti on s.  
They are f r u s t r a t e d  egos, vi c t i m s  of t h e m s e l v e s  and seem  to 
be com e the p l a y t h i n g s  of c i r c u m s t a n c e s  i ns te a d of d i r e c t i n g  
t he ir own lives.
For example, in TjA, J u l i a n ' s  mo ral c o n f u s i o n  is di splayed. 
He tries to b el ie ve  in the A m e r i c a n  myth of work and pr og r e s s  
w i t h o u t ' a n y  real o b j e c t i v e  to make them wor th w hi le .
“V  Miss H e i l m a n’s view of life d i s p l a y e d  in her plays and 
in her m e mo ir s is that of an idfea'list d e f e n d i n g  civil ri gh ts  and 
l i b e r t i e s  a n d v; f i g h t i n g  evil w hi ch  may be r e p r e s e n t e d  e i t h e r  by
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the H ous e of U n - A m e r i c a n  A c t i v i t i e s  Co mm it tee , or by the new 
b o u r g e o i s i e  of S o u t h e r n  R e c o n s t r u c t i o n ,  or by N a z i s m  and 
F a s c i s m .
D e s p i t e  Miss H e i l m a n ' s  c r u s a d i n g  zeal, the p r e s e n c e  of 
the b l a c k m a i l  theme re fl e c t s  her p e r s o n a l  sense of being s o ­
me t h i n g  of a fraud - an ' u n i f i n i s h e d  woman' who feels she has 
not lived up to her own ideals and in some way b e t r a y e d  h e r ­
self. Thus it seems that w h e t h e r  in a S o u t h e r n  culture, or a 
Norther n,  os p e rh a ps  even in p o s t - r e v o l u t i o n a r y  society. 
H e i l m a n  w o u l d  find i t . d i f f i c u l t  to b e l i e v e  in life wh ere  p e o ­
ple do not hide secrets, s ec ret s w h i c h  both defy and de r iv e 
from  the 'decent' life of good f ai th  that she wants to assert.
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